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ABSTRACT 


Molodaja malaja proza, the term coined by Soviet critics, 
réererssto-theshork-stories and povesti written in 1955 - 1969 ‘by 
the Soviet writers who were at that time in their twenties and 
early thirties, “Moledaja malaja proza is a generic term for two 
interrelated literary phenomena: gorodskaja molodaja malaja proza 
and derevenskaja molodaja malaja proza. These terms indicate the 
place where the action in the works takes place - a city or a 
village, as well as the urban or peasant background of the main 
characters. Molodaja malaja proza was not a large literary 
phenomenon, nor a long-lasting one, spanning some ten years 
(1955-1965) for gorodskaja molodaja malaja proza and some ten 
years (1960-1969) for derevenskaja molodaja malaja proza, with 
some 40-50 definitive works for each. The best known writers of 
gorodskaja molodaja malaja proza were Vasilij Aksenov, Anatolij 
Gladilin, and Andrej Bitov, and of derevenskaja molodaja malaja 
proza - Vasilij Belov and Viktor Lixonosov. 

The style of molodaja malaja proza is analyzed on the 
basis of a literary theory and methodology, called here Text 
Stylistics, which is indebted to many significant developments in 
beth’ titerary and linguistic scheParship of this century. Im this 
theory style is defined as the unique specificity of a 
biterary work, as the totality of .all its aspects. The main 
purpose of Text Stylistics analysis is to discover, formulate 


and explain the style, the unique specificity, of a literary work 
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or of a group of works by one writer or of a group of writers. 

Gorodskaja molodaja malaja proza and derevenskaja molodaja 
malaja proza each have distinct styles and, at the same time, have 
strong similarities, which combine to form the style of the 
moledaja malaja proza. The general direction of the development 
of this style was away from the crystallized rigidity of the 
preceding style of socialist realism which still had a strong hold 
after 1955. The reaction against the style of socialist realism 
was expressed either explicitly, in the form of some polemical 
statements in the works themselves, or more often implicitly, by 
the presence or absence of certain stylistic features. The 
style of molodaja malaja proza manifested itself most distinctly 
in genre, symbolic meaning, main characters, and narrative modes. 
In genre there was a pronounced shift toward short narratives and 
loosening of genre boundaries. The symbolic meaning of molodaja 
malaja proza concerned the personal quest for values and identity 
by the main characters, who were young, inexperienced, somewhat 
immature, but essentially good. Narrative strategies in 


gorodskaja molodaja malaja proza focused on the creation of a 


character through that character's point of view and idiolect; 


the narrative strategies of derevenskaja molodaja malaja proza 


tended to focus on the expression of the narrator's point of 


view. 
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INTRODUCTION 


1.l The topic of this dissertation - molodaja malaja proza of the 


second half of the 1950s and 1960s - has been widely discussed and 
studied both in the Soviet Union and in the West. However, the majority 
of the articles and studies is confined to socio-ideological and 
political analyses or to subjective evaluations of this literary 
phenomenon. Although some of these studies are interesting, perceptive, 
and most probably correct in their conclusions, they too often remain 
on the level of intuitive but unverified hypotheses and assumptions 
within the field of literary criticism - not literary scholarship. 

This dissertation is an intrinsic, text-oriented study of 
molodaja malaja proza, which has been done with the aim of formulating 
and verifying certain stylistic features of molodaja malaja proza in 
comparison with those of the immediately preceding socialist realism 
style of 1945-1957. The hypotheses and the findings of the few 
existing text-oriented studies have been incorporated or pointed out in 
this dissertation whenever relevant and with due acknowledgement, These 
studies usually deal with isolated aspects of the subject, and so far 
there has been no comprehensive text-oriented study of this topic. 


This dissertation aims to fill this gap. 


1.2 Since the aim of this dissertation is to study the literary 
phenomena which have been labelled as molodaja proza, malaja proza, 
gorodskaja proza, and derevenskaja proza, the definition and examination 


of these terms are given here to exclude any future confusion, 
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These terms first appeared in the late 1950s in Soviet literary 
criticism in an attempt to assess, label, and analyze some of the many 
new literary developments of the post-Stalin period in Soviet literature. 
The latter point needs to be stressed: molodaja malaja proza, both 
gorodskaja and derevenskaja, is only one of a number of new literary 


phenomena of that period. 


43 The term molodaja proza refers to the works of the writers who 
were in their twenties or early thirties in 1956-1969, i.e., it refers 
to the age of the writers and not to the type or content of their 
works. When, after de-Stalinization, the works of these young writers 
began to appear in print, they were at first labelled proza cetvertogo 
pokolenija: the works written by the fourth generation of the Soviet 
people, born shortly before the war./ Later, however, molodaja proza 
had become an accepted term, 

One should avoid confusion with a similar term - molodeznaja 
proza. Some Soviet critics tend to be rather careless with literary 
terms and seldom define their terminology explicitly. It seems that 
in the second half of the 1950s and in the early 1960s the expressions 
molodoj pisatel' (young writer) and molodaja proza (prose written by 
the young writers) were often used synonymously with molodeznyj 


pisatel' (a writer writing about young people) and molodezna ja proza 


(prose about young people), which to a large extent reflected the state 


Isee F, Kuznecov, "Cetvertoe pokolenie,"’ Literaturnaja gazeta, 
27 July 1961; F. Kuznecov, "K zrelosti. Komec cetvertogo pokolenija," 


Junost', 11 (November 1966), 83-88; V.V. Odincov, "Nabljudenija nad 


dialogom v molodeznoj povesti," Voprosy jazyka sovremennoj russkoj 
literatury (Moscow: Nauka, 1971), 164. 


- Ce a ae ee |) 


. : - q -n | fi, : 7 a ' ee mr 
ps ; ft i STB L ol 

— : if : 7 - ‘y ¥ re 

. - oe i 9 -: ne oH 
Wiavegil satved a2 20802 deal so ai vexeaqds haciash ia ATS sacs _ 
; i . é ce . nt ar ; 
; ' Wt » 2 ae i. w "7. F Un 
vies off to ouos saydebe bas , iodal ssn . ve it 

Hod, oe 


rittl gobvet- ak baE¥eu whingt-3e0q sds to: sansa ae ida 
- - ae § 

te 2) olga afebe | cbagactta a6 og aban dpteg 302381 4 

OE Sia eed . : ? Mens a 


atadane 
<< 


‘te +: 
~ Py: > 
of : oh waa A ,7 TC ai. EDL. fen, res, art ane 
4 ee fs 7 7 
at Veg 
i 7. ’ are. . 4 : eee {ari asf anew, “aiipt ne 


i \ i “4 ‘; ms 
chat fo Jas tm Se ‘a iiw was aa ‘shea 


ys — ae | 


i 4 
‘ < > ad 
wW Bei ( : ‘ \ iA ra)! Fa7ae , wend ‘ 
. 34 
jam Meowo boli ui 7 Lt 1nitzq Ak tang WF pa 
Ne On 38) eet ee el ‘7a \ aM a “> 
was ' 7 
Isive2? eh? To adigetaieg fiw ii 7 asd Iesw eas waa . 
rc fj » ae bp a fale 


score £1 hbo) U0 2owoyvou gies : tee sng STORRS ee cod, Gee Bd 
m 4 


Mee teh) Sey set em ett , > tag ws \ Oy ~ a r bd 7 
ee Wh 


wid Ga 4q579me stmt 2 


Atl a sheleon - a#69 ‘télistiea 5 falw mole WigoD pha i idiegle” on i 
ee a oA rae 
veervetil dale raedar ‘. Yaitat sd 63 ba 43. & tanh a: see 
‘ UY 

a? “ 1 qr! 

pede emewe 430 .h22atiqns vaclonimra? sheds 'satze6 abla 
/ ONS ee 

S$ 4aeeS wit oh tae 0201 ods he its aes 


anciees tare agh? ata 
rf 


~ 


pestis at 2a03q@) ehoge starolorn bas (r4ttiw lead ms +8 


A ‘ " Epa dine Lote nia Yleieseitorys bees waiazo or 


mous siighes ont bare fai Lqos 4 BAUOY yogde, apiiiow fe, i 


rae wets ‘beset Ret smn 2¥s ‘mak bBo asteh (elqusg a 


oo | - ; re _ 
re es es, \ eee 
mae iB J Wes iS 7 : = 


i Lat a 
ha ab Crespzeghs \ i »sthsiowloeg so saves oye ga 
set le loweg agodtsv)a> sanoH Aaolexe 7. 
bi st tnebat idee" ,¥asnesn, 9.) 528. ‘Ea 


vs RAAT DIAS I Yt 2s. ted, 2 
tos pee “are oe ‘ol 
; | . 


re 
liniheds 


] 
% 


tie 


a ia 


Ce 


of chime 

In this dissertation the term molodaja proza is used to refer 
to the prose of the end of the 1950s and 1960s written by the young 
writers; to avoid confusion the term molode zna ja proza is not used 
here. Although the term molodaja proza seems superficial because it 
only indicates the age of the writers, it has been used more extensively. 
It will be shown in this dissertation that this molodaja proza has its 
own style and constitutes a distinct literary phenomenon of its own 


interest and significance. 


LGA The term malaja proza is a genre designation which means "little" 
or "short-form" prose works, i.e., short stories and povesti as opposed 
to novels. Malaja proza, as will be shown here, was a popular choice 

of a genre in the second half of the 1950s and the 1960s among the 


young writers. 


LS The terms gorodskaja and derevenskaja proza refer to the place 


where the action in these works takes place--a city or a village, as 


well as to the urban or peasant background of the main characters. It 


lror example, M. Cudakova in 'Zametki o jazyke sovremennoj 
prozy,'' Novyj mir, IT (January 1972), 212, first writes about "molodeznaja 
proza koma 50-x- nacala 60-x godov" and then speaks of the mid-1960s 
prose as "molodaja proza poslednix let." It may seem at first that in 
Cudakova's assessment the prose of the late 1950s and early 1960s is 
molodeznaja and that of the mid- and late 1960s--molodaja. In the next 
paragraph, however, she writes about "molodaja proza kanca 50-x godov." 
In "Sovremennaja ypovest' i jumor,'"' Novyj mir, 7 {July 1967), 222, M. 
Cudakova and A. Cudakov define molodaja 2 as ''povesti maken 
pisatelej o molodom celoveke 60-x godov." Another Soviet critic, V. 
Gejdeko, in "Preodolenie biografii,"' Moskva, 6 (June 1971), 195, writes: 
"S let nazad 'molodoj pisatel'' i ' molodetny j pisatel'' znacilo pocti 
odno i to ze." 
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will be shown in this dissertation that this distinction according to 


the setting is stylistically valid. 


1.6 Using all this terminology, it is possible to speak about 


gorodskaja molodaja malaja proza, meaning short stories and povesti 


written by the young writers of that period about city people and city 
life, and derevenskaja molodaja malaja proza, meaning short stories 

and povesti written by the young writers about peasant people and 
peasant life. Although lengthy, these terms are explicit; precise and 
convenient English terms are hard to find, and an English paraphrase 
would be just as lengthy and much less explicit. Molodaja malaja proza 


is used here as a generic term to refer to both gorodskaja and 


derevenskaja proza. 


oY Neither gorodskaja nor derevenskaja molodaja malaja proza 


produced any significant writers. However, every literary style has its 
own distinctive writers--writers whose works fully express the features 

of a particular style. In gorodskaja molodaja malaja proza such writers 
were Vasilij Aksenov, Anatolij Gladilin, and Andrej Bitov; in derevenskaja 
molodaja malaja proza--Vasilij Belov and Viktor Lixonosov. Most of the 
young writers studied in this dissertation stopped writing in the 1970s. 

However, as the Russian Formalists rightly pointed out, liter- 

ature is not a chain of great masterpieces. On the contrary, often 

the works of the so-called secondary and minor writers show some of the 


general stylistic trends of a period more clearly than the works of the 
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1.8 It will be shown in this dissertation that gorodskaja molodaja 
proza and derevenskaja molodaja malaja proza each have distinct styles 
which combine to form the style of molodaja malaja proza of the second 
half of the 1950s and in the 1960s. These styles, as have been found 
here, have manifested themselves most distinctly in the symbolic meaning, 


main characters, and narrative modes of the works. 


1.9 The theoretical framework and methodology developed in this 
dissertation to study the literary works is called Text Stylistics. 

It is presented and discussed in Chapter I, with special attention 
given to the aspects on which the research in this dissertation is 
focused: namely, the main characters, the narrator, the relationship 
between the narrator and the main characters, and the narrative modes. 
Thus, Chapter I states the theory and the metalanguage used in this 
dissertation. 

In Chapter II the main stylistic features of the socialist 
realism style of 1945-1957 are summed up on the basis of an analysis of 
the works in question and on the basis of the studies of other scholars. 
Since the features of socialist realism style are used here only as 
background material, no intrinsic characterization of these features is 


given in this dissertation. This chapter provides the necessary data 


for the study of the literary evolution of molodaja malaja proza and for 


losip Brik, "'T.n. formal'nyj metod," Lef, I (1923), as quoted 


and discussed in Victor Erlich, Russian Formalism. History - Doctrine 
(The Hague: Mouton, 1965), 261. Also Ju.Tynjanov, "0 literaturnoj 


evoljucii," Arxaisty i novatory (Leningrad: Priboj, 1929), 30. 
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an analysis of the distinctive features of this prose. 

In Chapters III and IV the main characters, narrators, and 
narrative modes in the works of molodaja malaja proza--gorodskaja and 
derevenskaja respectively--are analyzed in detail, and some of the 
main features of the literary style of molodaja malaja proza are for- 


mulated. Conclusions are drawn in Chapter V. 


E10 A brief note is necessary in connection with the primary sources. 
A consistent effort has been made to use--both for the works of socialist 
realism and for molodaja malaja proza--the first publications of the 
works in question, wherever this was possible; in most cases this means 
the texts as they first appeared in the tolstye zurnaly. It has been 
found in the course of research that frequently the texts have been 
changed in varying degrees when they were reprinted later in book form. 
Since this dissertation aims to analyze and define the style of a 
specific period, the original texts were of primary importance, 

Sometimes it was more convenient, both for research purposes 
and footnotes, to use the texts available in later collections rather 
than first publications. In such cases, the texts of works in later 
editions were checked against first publications in tolstye zurnaly to 


ensure that the texts were the same. 
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CHAPTER I 


TEXT STYLISTICS 


l. Text Stylistics: Introduction 


I.1l This dissertation is an attempt to analyze the works of molodaja 
malaja proza on the basis of a unified literary theory and its meta- 
language. The theoretical basis and the practical research methods 
arising from it, which are pres@mted in this chapter, are called Text 
Stylistics. The development and formulation of the theoretical concepts 
and methodological procedures of Text Stylistics owe a great deal to 

the course in Slavic Stylistics taught by Dr. G. Schaarschmidt at the 
University of Alberta in January - March 1974. 

The theory of Text Stylistics is indebted to many significant 
developments in the literary and linguistic scholarship of this century-- 
developments which now allow literary scholarship to be considered a 
science, 

These developments in the fields of literary and linguistic 


scholarship are well-known and have been discussed and summed up in a 


lfor some of Dr. Schaarschmidt's research in his field see his 
"Stylistic Processes and the Grammatical Structure of Slavic Languages, 


Poetika i stylistika stowianska (Warsaw: Ossolineum, 1973), 347-353; 


"Some Aspects of Pronominal Reference in Russian Prose," The Structure 
and Semantics of the Literary Text (Budapest: Akademiai Kiado, 1976) 
93-101. 
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number of Oe, There is no need to duplicate these summaries here, 
except to indicate briefly the major landmarks particularly important 


for the development of Text Stylistics. 


meee The major steps in the development of literary scholarship were 

made in this century when a growing number of scholars began to perceive 
the literary text as a complex structure and to construct various models 
of this structure. 

The Russian Formalists' concept of a literary work as a sequence 
of basic thematic units ordered in an artistic way which brings out the 
theme of a work was one of the first moves in the development of this 
scientific, text-oriented approach to the study of literature. 

In the late 1920s Ju.Tynjanov developed the notion of a literary 
work as a system where all elements are interrelated and at the same 
time related to the system as a whole and where an element or a group 
of elements becomes a dominant factor in the “epee 

The scholars of the Prague Linguistic Circle expanded this 


notion. They replaced Tynjanov's concept of a system with that of a 


Isee for example, such informative and interesting surveys as 
Seymour Chatman and Samuel Levin, "Linguistics and Literature” in T.A. 


Sebeok, ed., Current Trends in Linguistics, (The Hague: Mouton, 1973), 


vol, 10, 250-294; Edward Stankiewicz, "Structural Poetics and Linguistics," 
in T.A. Sebeok, ed., Current Trends in Linguistics, vol. 12, 629-659; 
Vyacheslav Ivanov, "Growth of the Theoretical Framework of Modern 

Poetics, Ibid., 835-861; F. Svejkovsky, "Theoretical Poetics in the 
Twentieth Century," Ibid., 863-941; Robert Scholes, Structuralism in 
Literature (New Haven and London: Yale University Press, 1974). 


23, Toma sevskij, Teorija literatury (Letchworth, Hertfordshire, 
England: Bradda Books Ltd., 1971). 


33Ju. Tynjanov, "Oda kak oratorskij zanr,"' Texte der Russischen 
Formalisten, Band II (Munchen: Wilhelm Fink Verlag, 1972), 272. 
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structure. As Mukarovsky wrote: 
B3aMMOOTHOMEHMVe AKTYAaAMSMPOBAHHHX KM HeakTyaslM- 
3UPOB&HHHX KOMMOHEHTOB NoeTMueCcKOrO MpousBere- 
HMA COCTABIAeT CTDPYKTYPY MpoM3sBeseHMA, KOTOpeAR 
ABIAeCTCA DMHAMMUHOK MO cBOeK mpupogze ( BkKJUOUaAA 
KOHBeEpreHIMO KM AMBepreHiMmN), a Takme HEUJEHKM- 
MOK Kak GakT XyHOxecTREHHHY, MOO KaRDHK ee are- 
MeEHT Itpvuoo6peTaeT 3HaUeHNe TOJbKO B CBOeCM OTHO- 
WeHUK K ITeJOMy. 


23 In the 1930s the Polish scholar Roman Ingarden put forward not 
only the concept of a work as a structure, but also a model of the 
stratified structure of a literary work, which consisted of the following 
strata of components: 1) sound, 2) meanings of words and sentences, 

3) the objects and the world created in a work, 4) the way in which that 
world and its objects are presented. The elements within each strata 

are all interrelated with each other and each strata is related to the 


others, 


1.4 Such were the beginnings of the structuralist approach to the 
study of literature. In the last two decades, particularly in the 

1960s, there have been a number of most interesting and promising 
attempts to construct further hypotheses of the structure of a literary 
work, Some such hypotheses were the result of a fruitful cooperation 
between modern linguistics and literary scholarship, or between semiotics 
and literary scholarship, or between semantics and literary scholarship, 


while others concentrated purely on an analysis of the narrative structure 


ly, Mukarovsky, "Literaturnyj jazyk i poetiteskij jazyk," in 
N.A. KondraSov, ed., Prazskij lingvisticeskij kruzok. Sbornik statej 


(Moskva: Progress, 1967) as reprinted by Slavische Propylaen. (Texte 
in Neu- und Nachdrucken.) (Munchen: Wilhelm Fink Verlag, 1971), 413. 


2Roman Ingarden, "Dvumernost’ struktury literaturnogo 


proizvedenija,'" Issledovanija po estetike (Moscow: Izdatel'stvo inostrannoj 
literatury, 1962), 21-39. 
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of a text. 

The theoretical foundations and viewpoints of all these hypotheses 
are different, which makes it difficult to compare and assess are 
merits and practicality. The common denominator, however, remains an 
attempt to construct a model of the literary text which would enable 


its analysis. 


iD Some hypotheses on the structure of a literary text use various 
linguistic theories as models. The 1950s mark the beginning of an 
interesting and fruitful cooperation between modern linguistics and 
literary study and, gradually overcoming some initial lapses into the 
extreme, this cooperation continues at present with great promise. 
Interesting work in this direction was done in the 1950s and 1960s 
by such scholars as Roman Jakobson, Samuel R. Levin, M.A.K. Halliday, 
Richard Ohmann and William 0. Hendricks, to name only a “aris Their 
work resulted in a new field of scholarship which has been tentatively 
called "the linguistic study of literature," or "linguistic poetics," 
or "linguistic stylistics." M.A.K. Halliday, for example, defines this 
field as follows: 

We can therefore define linguistic stylistics as the 

description of literary texts, by methods derived from 

general linguistic theory, using the categories of the 

description of the language as a whole; and the compari- 


son of each text with others, by the same and by different 
authors, in the same and in different genres. 


lFor a survey of these earlier studies see Seymour Chatman and 
Samuel Levin, "Linguistics and Literature," in T.A. Sebeok, ed., Current 
Trends in Linguistics, vol. 10 (The Hague: Mouton, 1973), 264-270. 


2m.A.K. Halliday, "The Linguistic Study of Literary Texts," in 


Walter A. Koch, ed., Strukturelle Textanalyse (Hildesheim, New York: 
Georg Olms Verlag, 1972), 192. 
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Linguists of the transformational-generative school studied 
syntactic structures and transformations typical of the sentences of a 
given boxe A text was seen as the sum total of its sentences, or, 
rather, as a very lengthy sentence consisting of a multitude of smaller 
ones. Soon, however, it became more and more obvious that sentence 
grammar was inadequate in accounting for various aspects of a text, and 
scholars began to see the text as a sum total not only of its sentences 
but of its intersentential relations as well. Thus, recent linguistic 
research in this direction seeks to formulate a text grammar, or a s0- 
called discourse grammar, on the basis of modern Pinedter cet 

This new field does not even have a generally accepted name: 
it has been variously called text analysis, text theory, text grammar, 
discourse analysis and discourse grammar, It is still in its initial, 
highly theoretical and exploratory stage. At present research in this 
area centers mainly on the theoretical framework, methodological 
foundations and various formal and empirical ey poe The progress 
from sentence grammar to text grammar is naturally very slow in view of 
the enormity of the problems involved. Discourse analysis, or text 
analysis theory, when fully worked out, may include theories of language 
and of literature. It will, in all probability, eliminate present 
distinctions between linguistic criticism and literary criticism and 


become a single unified theory. 


Richard Ohmann, "Generative Grammars and the Concept of Literary 
Style,"' Word, XX (December 1964), 423-439. 


2See, for example, W.A. Koch, ed., Strukturelle Textanalyse 
(Hildesheim, New York: Georg Olms Verlag, 1973); J.S. Petbfi, H. Rieser, 
"Overview," in J.S. PetUfi, H. Rieser, ed., Studies in Text Grammar 
(Dordrecht,Holland: D. Reidel Publishing Co., 1973), 1-16. 
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1.6 An attempt at a synthesis of semiotics, information theory and 
literary scholarship has been made by the Soviet scholar Ju. Lotman, 

who has put forward an interesting hypothesis of the structure of a 
literary text. Lotman and his followers see a literary text, first of 
all, as a system of signs--a semiotic system. A literary text is a 
secondary modelling aystem, language being considered a primary modelling 
system. A literary text is a very special complex means of communi- 
cation; its specificity lies in the fact that as a system of communi- 
cation it is built on the base of another system--that of natural 
language. 

Lotman sees a literary text as a sum total of all structural 
relations in the text, as a system of relations of all elements within 
that text. Like Ingarden, Lotman sees a literary text as having several 
levels--phonological, syntactical, etc., each having its own organization 
and all related to each other and the text as a whole. The elements 
and the relations within and between these levels and their elements 
form the definitive characteristics of a given text. 


Lotman and a number of the colleagues put forward the following 


model of a text: 


15u, Lotman, Struktura xudoZestvennogo teksta (Moscow: Iskusstvo, 
1970). 
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Ae The Soviet scholar I.A. Mel'¢uk, on the other hand, is working 
on a semantic-linguistic hypothesis of the structure of a literary text, 


His model is called the ‘Meaning <> Text' Model and is defined as 


follows: 


The main feature of the ‘Meaning G7 Text' model (MIM) 
consists in the following: it is not a generative, but a 
translative (= transformative) system; it does not seek to 
generate grammatically correct (or meaningful, etc.) texts, 
but merely to match, ideally, any given meaning with all 
synonymous texts having this meaning, and conversely to 
match any given text with all the meanings this text can 


have, 


In the construction of his model Mel'cuk takes into account 


ly vy. Ivanov, Ju. Lotman, et al., ''Tezisy k semiot iceskomu 
izuceniju kul'tur," Jan van der Eng, Mojmir Grygar, ed., Structure of 
Texts and Semiotics of Culture (The Hague: Mouton, 1973), 1-28. 


21.A. Mel'¢uk, "Towards a Linguistic 'Meaning <> Text' Model," 


F. Kiefer, ed., Trends in Soviet Theoretical Linguistics (Dordrecht, 


Holland: D. Reidel Publishing Co., 1973), 34. 


. moa she asta Loon x 
Ae wa 
£ w : 4 Ne 
‘ ‘ 5 bi " : ‘ 
ie agaique yh of ated ‘ 
' \ a a |e a i 
t wit} a 
; ry 7 . « 
oletouysk oifmaagea-cale v2 
" 
; 
\ 
4 ” 
: 
; t 
z, iy 
/ 
P i r ™ . 
LReswe. 4! ) i J ; 
; ,; 
yf 
& ORD Ge 
i 14 j 
} 7 : } f MI ¥| . # ? Ny s . - “ uf a 
gosdiow at ,Oned teido 289 no , hve ' Tal As] stefoewss served eat! ai, 
4 , = = sy r 


a? YIeT gati a lo sTHd2 wrIk 3 ns 20 SPRANTOOVE OF tare een 
‘ ry u ~ rp ri 


as betrlieb wl baw iat “peat Ste g gust’ on9 ook bas: a Ashen 


=e ¥ 7 na 


. . 4 a 
ate Mh (MiK) febow “suet te sais ai aut odd Fa sidliosa sik, aaa 
= pw avi se tigieeng A too. 0) ah ioe hetion, pan ms anaes rh) 

fa pa 0} Aven Joo Koth PL jeresn ye (owisan ‘henaed «) evile. 
,oend (230 ,fodpataies to) Yoarsdés eal wehdn nein wt 
F dis Avie gpheeep Coets ya cyidepbt fate, Bisnis 
a... cishiavens btn sgiianem éhis gecdvind 1m 
seal 2h pinini arent ont Ila dake teed Ho) 


a A 


at 


‘ ‘ 
; \ he F ae aed 


A ae 
ui ie q ine? ah : : a 


sir, tats : ; 


Ls = - 


aren bet. is 5 ( 
re) A gy i ( ‘ f i : 
i 
; . 5 i 4 i 


; we) ae “% i ; pe ; BF ho 
aa Jo y Lg | A yey ee 


De mic. piiatraceelbalane 4 eakeon” _ cr pre wii " 
Repeat sete che sagt ttetot jack eb ape ie 
, oe td TS Re  pougae edt) puts 3 


an we ng ss oad sant (peta s oravet 
a} 2 : Lat ‘ 
ah - : 1) sina r. , * 


14 


only the communicative functions of a language; his hypothesis models 

only competence, not performance. 

The model has five "utterance representation" levels: 

1) the semantic level, where a semantic representation is assigned to 
the utterance by means of semantic graphs, which consist of semantic 
units and semantic relations between them, and by means of the 
information about the communicative organization of the utterance; 

2) the syntactic level; 

3) the morphological level; 

4) the phonological level; 

5) the phonetic-graphic pena 

This model, when fully developed (so far Mel'cuk has been 
working on the lexicon, on wnat he calls an "explanatory combinatorial 
dictionary"), would give an extensive semantic, syntactic, morphological, 


and phonological description of the text. 


1.8 Yet another attempt to hypothesize on the structure of the 
literary text concerns itself entirely with the narrative structure of 
the text and its universals. Vladimir Propp was one of the first to 
break down plot into a combination of specific discrete elements, 
limited in number, which he called functions, His analysis of Russian 
fairy tales led him to conclude that in these tales there were only 31 


possible functions, and the sequence of those present in a fairy tale 


13, A. Mel'cuk, "Towards a Linguistic ‘Meaning Text' Model," 


F. Kiefer, ed., Trends in Soviet Theoretical Linguistics (Dordrecht, 


Holland: D, Reidel Publishing Co., 1973), 35. 


2Ibid., 36. 
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was always identical. 

In the 1960s Roland Barthes, Tsvetan Todorov and other French 
strueturalists amplified and developed Propp's notions so as to apply 
them to any literary text. Barthes and Todorov, for example, regard 
the narrative text as consisting of a story, which is made of the 
smallest narrative units called functions, and of disceurse, which 
includes narrative time, narrative modes and relations, The functions, 
in Barthes’ theory, are of three types: 1) kernels, which contain a 
question, or uncertainty, or choice, the resolution of which moves the 
story ahead, 2) catalysts, which only elaborate or expand a kernel, 
and 3) indices, which convey characterization and atmosphere. These 
NMarrative universals allow the description and characterization of 


2 
the marrative structure of a literary text. 


129 A literary scholar interested in an analysis and study of a 
specific literary text or a group of texts finds herself perplexed by 
the miltiplicity and complexity of the modern theoretical frameworks 
and has the choice of either adopting and perhaps further developing 
or modifying one of the existing ones, or trying to evolve her own in 
view of her own specific goals. 

Since the latter course was adopted here, the reasons why none 


of the existing hypotheses was used in this dissertation and why the 


lyladimir Propp, Morfologija skazki (Moscow: Nauka, 1969). 


2Seymour Chatman, "New Ways of Analyzing Narrative Structure," 


Language and Style, vol. II, no. 1 (winter 1969), 3-36. 
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meed was felt for the one developed here are as follows. 

All the existing hypotheses focus either on the linguistic, 
or on the semantic, or on the semiotic, or on the purely narrative- 
structural aspects of a literary text. This slant was one of the main 
objections to adopting any one of them; a more independent approach 
dealing exclusively with literature and aiming to establish an autonomous 
literary science was sought here. 

The existing hypotheses all show, in spite of their differences, 
the same basic development of thought: 

1) a literary text is perceived in all of them as a relationship of 
different levels; | 

2) attempts are made to isolate and define these levels, their elements, 
and their relationships. 

This basic direction of thought in modern scholarship is adopted 
in this dissertation. An attempt, however, was made to develop an 
hypothesis which would not be based on the concepts of another science, 
but would hopefully lead to the establishment of a literary scholarship 
as an autonomous discipline. 

The main purpose of the theoretical framework in this dissertation 
is to evolve a simple, practical, and operable hypothesis which would 
account for all aspects of a literary text in their unique totality and 
can be applied efficiently and successfully to analyze literary works 
and to produce meaningful conclusions about them. 

This theory is called Text Stylistics. As will be seen from 
the presentation in the rest of this chapter, it is not a radically new 
approach. It is, in many ways, a reinterpretation, clarification, 


expansion, unification, and simplification of some aspects of existing 
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approaches; the main criterion was the focus on the literary text as a 
literary phenomenon first and foremost, 

The motivation for the development of the Text seyiistice was, 
thus, highly pragmatic; the main criteria were the focus on a literary 
text as a literary phenomenon, total encompassment of all that forms a 


literary text, simplicity, and practicability. 


Lek The theoretical and methodological framework of Text Stylistics 
will be discussed in detail in section 3 of this chapter. At present, 
the discussion will center on both its indebtedness to and its 
differences from, other hypotheses. 

The main hypothesis of Text Stylistics is that a literary. 
text is a eonrteeccones of words, sentences, paragraphs, spaces, etc. 
It is also a representation of a meaning. Thus, a model of a literary 
text needs only two levels: 

meaning 


representation 

In this sense, the idea is the same as that of Mel'cuk's "text <> meaning’ 
model; however, the multilevel models proposed by Mel'Cuk or by Ivanov, 
Lotman and others were abandoned here as unnecessarily complex in 
proposing extra levels. These extra levels are really various aspects 
of the above-mentioned two main levels. 

Another main hypothesis of Text Stylistics is that the relation- 
ship between these two levels is not syntactic or analogous to trans- 


formations, but consists of various obligatory and optional operations. 


This consideration precluded adopting any of the linguistic-based 


approaches in full. 
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Another hypothesis of Text Stylistics is that everything in a 
literary text is related to the meaning of that text and can be analyzed 
and explained in terms of that meaning. Purely structural approaches 
tend to concentrate only on a description of narrative structure. 

The study of literary works, it is believed here, should not 
be merely descriptive or taxonomic. As with any phenomenon under 
investigation, what ome studies and analyzes is the uniqueness and 
specificity of that phenomenon and its relationship to other phenomena. 

There is, in a literary work, a plurality of meanings which in 
their totality give what is called the meaning of work. A literary 
work says something meaningful by its totality; it means. The study 
of literature shows that the meanings of literary works are seldom 
unique or original; the works usually reiterate again and again the 
basic concerns of human beings: the meaning of human life, human values, 
the predicament of an individual vs. society, conflicts in human life, 
human passions, moral dilemmas, quests of human beings, etc. What makes 
a work unique is not so much its meaning as such, but the ways and 
strategies employed to express and convey this meaning. 

An analysis of a literary work should, therefore, answer the 
following question: what are the strategies employed in the work to 
get its meaning across? These considerations lead to one of the key 


concepts of Text Stylistics--style, which will be discussed in the 


following section. 
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2. Text Stylistics: The Concept of a Style 


2.1 ‘It is most unfortunate that such useful terms as style and 
stylistics have acquired, particularly in 20th century literary and 
linguistic scholarship, what has been called in one survey of the 
problem in the West "a confusing poly eemyis a similar confusion exists 
in Russia, 

A large number of interesting studies, anthologies, and works 
on style and stylistics appeared in the late 1950s and 1960s, but there 
still is no agreement among the literary scholars and linguists on what 
style and stylistics aree On the contrary, there exists a most 


confusing number of theories and definitions. 


Lee In modern scholarship style is often used as a relative and 
contrastive term. 

Some scholars, for example, see style as a deviation or 
departure from a norm; this notion, of course, implies the existence of 


a norm and brings in the question of defining it. Jan Mukafovsky's 


seymour Chatman and Samuel Levin, "Linguistics and Literature," 
Current Trends in Linguistics, vol. 10 (The Hague: Mouton, 1973)27 7 


2v.V. Kurilov, 'Osnovnye problemy stilja," Vestnik Moskovskogo 
universiteta, serija X, filologija, 5 (September-October 1968), 3-15. 


3See, for example, R. Chapman, Linguistics and Literature. An 


Introduction to Literary Style (Edward Arnold, 1973); S. Chatman, ed., 
Literary Style: A Symposium (New York: Oxford University Press, 1971); 
Nils Erik Enkvist, Linguistics and Style (New York: Oxford University 
Press, 1967); Nils Erik Enkvist, Linguistic Stylistics (The Hague: 
Mouton, 1973); R. Fowler, The Languages of Literature (London; Routledge 
& Kegan Paul, 1971); Ronald Freeman, ed., Linguistics and Literary Style 
(New York: Holt, Rinehart & Winston, 1970); Graham Hough, Style and 
Stylistics (London: Routledge & Kegan Paul, 1969); T.A. Sebeok, ed., 
Style in Language (Cambridge, Mass.: The M.I.T. Press, 1960.) 
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theory of poetic language as an aesthetically motivated departure from 

a standard language, expressed, for example, in the foregrounding of 

certain linguistic elements, is representative of this line of thought.+ 
This view of style is related to another one, which sees style 

as a function and leads to the definition and analysis of functional 

styles. These functional styles in a language are seen as differentiated 


by the concentration of features. 


2.3 Others see style as a recurrence or convergence of specific 
textual elements and patterns. Style then becomes a matter of selection 
or choice between the available opt_ens, a matter of preference for 
certain sounds, words, phrases, sentence patterns, etc. N. Enkvist 
and V. Vinogradov are two of the main proponents of this view. Roman 
Jakobson is yet another one, his definition of poetic function being 
that it "projects the principle of equivalence from the axis of selection 
into the axis of combination." 

Linguists of the transformational-generative school also see 
style as a matter of choice and preference, and study a writer's style 
in terms of his preferences for certain optional transformations. 


Richard Ohmann's work is an example of this approach. 


2.4 All these and many similar notions define style in terms of 
something else: style as a deviation from a norm, style as function, 


as recurrence, as selection, as preference, etc., and each definition 


ts Mukarovsky, "Literaturnyj jazyk i poeticeskij jazyk," N.A. 
Kondrasov, ed., Prazskij lingvisticeskij kruzok, (Moscow: Progress, 
1967), 39-56 

2Roman Jakobson, "Concluding Statement: Linguistics and Poetics," 
in T.A. Sebeok, ed., Style in Language (Cambridge: The M.1.T. Press, 1960), 
358. 


3Richard Ohmann, "Generative Grammars and the Concept of Literary 
Style,"' Word, XX (December 1964), 423-439. 
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involves a further definition of a norm, or of function, or of options, 
etc. These theories are all descriptive and taxonomic, but not 


explanatory. 


Se Recently, some scholars even argued that the concept of style 
should not be used in linguistic and literary scholarship. Bennison 
Gray, for example, argues that there is no such thing as style and sees 
the use of the concept as "the basic obstacle to the progress of 
literary studies,""* J.M. Ellis, too, states that the concept of style 
"serves only to confuse and obscure the relationship" between linguistic 
analysis and literary study. 
B. Gray's main argument is that the concept of style is tauto- 

logical: 

If stylistics consists in differentiating, evaluating, 

arranging, and classifying particular styles, amd par- 

ticular styles are whatever is individual about a work, 

and whatever is individual about a work is the work 

itself, then the history of literature is indeed the 

evaluation and classification of ‘the individual,’ but 

there is no_need to call it style or this procedure 

stylistics,. 
What he argues against, however, is really not the concept itself as the 
use of terminology. He fails to see that when one wants to study the 
individuality and uniqueness of a literary work, the term "style" is 


simply more convenient and a lot less confusing than "individuality." 


Literary scholarship, like any science, needs its own specific, exact, 


lgennison Gray, Style, the Problem and its Solution (The Hague: 
Mouton, 1969), 17. 


23.M. Ellis, "Linguistics, Literature, and the Concept of Style," 
Word, XXVI, no. 1 (April 1970), 65. 


3Bennison Gray, Style, the Preblem and its Solution, 67. 
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and well defined metalanguage. 

J.M. Ellis argues that the concept of style belongs only to 
ordinary language, where it is "a way of avoiding those areas of the 
meaning of a word which are not considered essential to the speaker's 
dominant purpose," He proposes that 

e « « we should not speak of the stylistic function of a 
linguistic item but, instead, of its precise function; 
nor of the style of a piece of language, but instead of 
its precise meaning and effect... 

The analysis of the precise function of a linguistic 
item or structure in a text is in effect the analysis of 
its relation to all the other elements of the text of 
which it is part. This is a study, then, of the combin- 
ation of linguistic structures in a text. 

It seems that Ellis' argument is against one of the many usages 
of the term "style," particularly the one used in ordinary language, 
i.e. that "it refers to a way, manner, or form of doing or saying 
wemethinge Ellis hopes that synthetic linguistics (as opposed to 
analytic), concerned with "the interaction of a given set of meaningful 
structures and with the resulting structure and function of the whole 
cerein is the answer, because "critics of literature are concerned with 


the interaction of general features of language to form a unique 


prroctares'” In connection with this, Ellis mentions such terms as 


15M, Ellis, "Linguistics, Literature, and the Concept of Style," 
Word, XXVI, no. 1 (April 1970), 72-73. 


2Ibid., 75. 
3Ibid., 67. 
4“Ibid., 75. 


DIbid., 76. 
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"cohesion" and "congruence" as more useful. 


2.6 However, Ellis does not consider the fact that in a number of 
studies an attempt has been made to define style precisely in terms of 
what he calls "the combination of linguistic structures in a text, 

There are approaches which do not see style as a relative, 
contrastive, or isolative concept applicable only to certain aspects 
of a literary work. B. Zirmunskij, for example, spoke about 


"teleologiceskoe ponjatie stilja kak edinstva Peigtoanrs he wrote: 


TlosTuKkKa paccMaTpuBaeT AKTepaTypHOe MpousBe- 
meHMe, K&K 3scTeTMUeCKYW CUCTeMy, OOyCAOBIEHHYHW 
CNUKCTROM XYJOXECTBEHHOPO 3407AaHMA, T.C. K&@K CKC— 
TeMy pvemop. C aTok TOUKK 3peHUAA, KM MeTPMUeC— 
KOe MocTpoeHMe, KM CJOBECHHK cTMNIb, KM CcHOReTHAA 
KOMIIO3MIIMA KM C&eMHKH BHOOP TOK YIN MHOKH TeMH ABAA- 
TCA HaM, EB Mpomecce USyueHMA XyLORecTBEHHOFO 
IIPOUSBEAeCHMA, KAK TIPMeMH, T.€. KAK SCTETUUECKK 
SHAUMMHe MakKTH, OMpezesnemHNe cBOek xyZOxecTReH- 
HOK Teneosnornek. 3 


..eB RUBOM CZMHCTBE XYZOXeECTBEHHOrO MpoK3- 
BeZeHMA BCe IIpMeMH HEXOZATCA BO B38aKnMOZeNCTBMN, 
TIOMUMHEHH eC2UHOMY XYZOKeECTBEHHOMY 3a7aHMWH. STO 
eQMHCTBO IIpMeMOB NosTMUeCKOrO NPOMSBeAeCHMA MH 
o603HauaeM TEDMAHOM CTMJb. 


This was written in the early 1920s; in 1928 V.M. Frice also defined 


style in a similar way: 


1yoM. Ellis, "Linguistics, Literature and the Concept of Style," 
Word, XXVI, no. 1 (April 1970), 78. 


23, Zirmunskij, "Zadaci poetiki," Voprosy teorii literatury 
(The Hague: Mouton, 1962), 23. 


35, Zirmnskij, "K voprosu o formal'nom metode,'' Ibid., 158. 


43. Zirmunskij, '"Zada¢i poetiki," Ibid., 50. 
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AuTepeTypHHH cTUJb - STO TeKkOe Ze 3AKOHO- 
MepHOe eZUHCTBO BCexX COCTaABAAMIMX IMTepaTypHOe 
Mpov3zsBezeHKVe UM CyMMYy JUTepaTypHHX mpousBeze- 
HMM KOMMOHEHTOB, Kak Mcuxougeouormueckux ('Te- 
MaTUKa, O6pa3sH wv T..), Tak wn TexHOMOrMUeCKUX 
(RQHDOBHX, ASHKOBHWX KM T.N.) MIM uHAUe opreHn- 
uecKoe eZMHCTBO "opma" Ku "conzepraHnan". 


The same concept of style has been redefined in the 1960s by D.S. 
Lixacev as follows: 


CiaenyeT pesiMuaTb FPA NOHATMA CTMIA B 
JUTepaType: CTMJib Kak AEJEHMe ASHKA IMTepaTypy 
U“ cTUJib KAK OMpezenteHHaA cucTeMa SOopMH KU 
COZeEpRaHMA. 

CTMJb - He TOJbKO (OPMa ASHKAa, HO OTO 
o6"eZKHAWUMK 3scTeTMueCKKK MpMHUMN CTPyKTy— 
pH BCero cogzepeaHUA Kv Boek HMopMy MpousBe- 
HeHuA. CTMAeChOpasywnlag CMCTeMa MORKeT OHTb 
BCKPHTa BO BCeEX SeMEHTAX MpoKusBegszeHMA. Xy- 
QORCCTHCHHHM CTMIb O6"equHReT B ce6e BOCKIpK- 
athe TeycTBUTeAbHOCTNH, CBOMCTBeEHHOe mMmca- 
Tei, UM XyHOReCCTBEHHHK meTOZ mucatesa, o6y- 
CJOBICHHHKA 3af7auamMM, KOTOpEeE OH cebe 
CTaBMT. 


2.7 In this dissertation, the theory of Text Stylistics closely 
follows the above concept of style as the most meaningful and pragmatic, 
The definition of style as the unique specificity of a literary work, 
as the totality of all aspects of a literary work is adopted in Text 
Stylistics. This concept of style is one of the cornerstones of Text 
Stylistics. Style is everything in a literary work; style is the work. 
The main purpose of Text Stylistics in view of this concept of 
style, is to discover, formulate, and explain the unique specificity of 


a literary work, or of literary works by one writer or of a group of 


ly .M, Frice, "NaSa pervoocerednaja zadaca,"' Literatura i 
marksizm (Leningrad: Priboj, 1928), no. l, 5. 


2p... Lixacev, Poetika drevnerusskoj literatury (Leningrad: 
Nauka, 1967), 36. 
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writers. The study of style is, by its nature, comparative, since the 
uniqueness and specificity of a work or a group of works can be deter- 
mined only through comparison and contrast. 

In the case of the analysis of one literary work, the style of 
that work is defined here as the unique specificity of its meaning, its 
structure, its elements, its relations, and its strategies. 

In the case of the analysis of a group of works, whether by one 
writer or by several, style is defined here as the shared preference 


for certain meanings, structures, elements, relations, and strategies. 


2:8 Text Stylistics, therefore, must have both a theory and a 

methodology for the intrinsic stylistic study of literary texts. In 

Text Soe ee eee distinct from text semiotics, text semantics, text 

linguistics, or text structuralism--all elements and relations in a 

literary text are analyzed in terms of the unity of the literary work. 
The theory and methodology are presented in the following 


sections of this chapter. 
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3. Text Stylistics: Theory and Methodology 


3.1 In the theory of Text Stylistics a literary work is seen, first 
of all, as a narrative text, a discourse, i.e. a meaningful, connected, 
discrete, linear order of sentences. It is a primary observable level 
at which a literary work visibly exists on printed pages; it is the 
level of the representation of a narrative text. | 

It is possible to study and analyze the structure of this level 
and its elements: sounds, words, sentences, paragraphs, monologues, 
dialogues, sections, chapters, etc., as well as the relations between 
these elements and their relations to the narrative text as a whole. 
Such an analysis, however, would be inadequate for the study of a 
literary work, because it does not take into account the meaning of 
the work as a whole. 

The major hypothesis of Text Stylistics is that each sound, 
each word, each sentence, each paragraph, each element of this linearly- 
ordered linguistic material called a narrative text can be fully 
accounted for in terms of 

1) the unity of the entire literary work, 

2) its over-all structure, 

3) its operations. 

These three main concepts of Text Stylistics are explained and 


discussed in the following sections. 


co The first key concept of Text Stylistics, the unity of a 
literary work, is the meaning of a work, the message of a work as a 


unit of artistic communication, This meaning or this artistic message 
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is termed in this dissertation a symbolic SE the word "symbolic" 
being used to stress the specificity of this meaning in a literary work 
as a-totality, a unit of communication, | 

It is assumed here that every literary work has symbolic 
meaning or a meaningful and interconnected plurality of symbolic mean- 
ings, which is not identical with the paraphrase of a work. One of the 
major tasks of a literary scholar is to analyse, formulate, and verify 


this symbolic meaning of a work under analysis. 


i ee The second key concept of Text Stylistics, the over-all 
structure of a literary work, is the conceptual structure of a work. 
The conceptual structure of a literary work consists of various 
conceptual elements, which are grouped in a non-linear way into 
conceptual groupings. The conceptual structure of a work is formed 
by these conceptual groupings and the non-linear, semantic relations 
among them. 

This level of the conceptual structure is not directly observable 
in a literary work; it is a theoretical abstraction formulated in the 
theory of Text Stylistics as a working hypothesis. 

Some of the most commonly present conceptual groupings in a 
literary work are, for example, the narrator, characters, time, place, 
events, and actions, For example, a character (since the research in 
this dissertation is focused partly on characters) in a literary work 
is usually a conceptual grouping which consists of some or all of such 
conceptual elements as name, sex, age, nationality, marital status, 


education level, social background, profession, personality traits, 


lal key terms are underlined in this chapter when they are 
introduced first. 
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beliefs, views, and opinions, On the level of the conceptual structure 
these elements, as have been stated earlier in this section, are 
grouped in a non-linear way; they are, however, semantically related to 
each other, to the conceptual elements of other conceptual groupings, 
and to the symbolic meanings of a work in a most complex way. 

The conceptual elements which comprise the conceptual grouping 
of a character in a literary work are not all of equal significance in 
relation to the symbolic meaning. In some works, for example, the 
physical appearance of a character, or his/her marital status, or age 
are of no special importance, while in others they may be of crucial 


importance. 


3.4 It is Terrpeys at this point to bring out one very specific 
distinctive feature of the conceptual structure of literary texts: 

the narrator. The theoretical preliminaries of an analysis of the ways 
in which literary texts are ordered and structured in relation to the 
Marrator present a complex problem. The complexity lies in the uniquely 
special position of the narrator in relation toe all other conceptual 
groupings. 

This presents another major hypothesis of Text Stylistics: a 
literary work has one and only one narrator, and this narrator is the 
only one obligatory and absolutely indispensible requirement on the 
level of the conceptual structure. There could be literary work without 
characters, without place, without action, or any other conceptual 
groupings, but there cannot be a literary work without a narrator on 
the level of the conceptual structure. 

The narrator and the nature of his relationship to other con- 


ceptual groupings, particularly to that of a character, will be discussed 
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in section 4 of this chapter. 


Jed As may be seen from the preceding discussion, the theory of 
Text Stylistics postulates two structural levels ina literary text: 
the linearly-ordered level of the narrative text structure (the level 
of representation), and the level of the conceptual structure, which is 
the level of meaning where all elements are semantic and semantically 
related. 

The relation between the two--that is, the relation between the 
strictly linear order of words, sentences, paragraphs and chapters in 
a text and the non-linear, semantically grouped conceptual structure 
of semantic elements and semantic relations--brings out the third key 
concept of the Text Stylistics: the operations. The hypothesis is 
that the operations establish the relationship between the semantically 
grouped conceptual elements and the linear order of words and sentences 
in a uniquely specifiable way which conveys the symbolic meaning of a 
work. 

Some of these operations are universal for all texts, while 
others may be peculiarly characteristic of a certain literary work or 
group of works, The most apparent universal ones are grouping and re- 
grouping of the conceptual elements: deletions and anaphoric processes; 
the allocation and actualization of the narrative viewpoints; 
verbalization and lexical selection; formation of the syntactic structures 
of the sentences; sequencing of the sentences, paragraphs, monologues, 
dialogues and other segments of the text. 

Operations, as used here, can be equated with the strategy 
employed in a given work for getting the symbolic meaning across. In 


this dissertation, due to the aims of research, attention is given to 
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those operations which involve the allocation and actualization of the 
narrative viewpoints in a literary text. These operations are discussed 


in section 4 of this chapter. 


3.6 Thus, a literary work is seen in the theory of Text Stylistics 
as having only two levels of structure: the abstract level of the 
conceptual structure and the directly observable level of the narrative 
text structure, 

Schematically, this concept of the structure of a literary text 


may be presented as follows: 


CONCEPTUAL STRUCTURE 
(the level of semantic givens) 


Not directly 


observable | (Narrator; characters; time; place; 
actions; events; etc.) 


Lah 


OPERATIONS 


anaphora; linear ordering; 
narrative viewpoint and mode; 
etc.) 


Net directly 
observable 


TEXT STRUCTURE 
(the level of representation) 


Directly (Words; sentences; paragraphs; 
monologues; dialogues; chapters; 


observable 
etc.) 


(Grouping; re-grouping; deletions; 


EEE 


The point to emphasize here is that this view of the literary 


text is a hypothesis proposed here for an analysis of that text. Both 


the conceptual structure and the operations are hypothetical abstractions 


postulated here as a working hypothesis for the purpose of an analysis 


of the literary text. 


B67 As has been said in section 2 of this chapter, in the theory of 
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Text Stylistics the style of a literary work is seen as the unique 
specificity of that literary work, as the totality of all its elements 
and relations. The theoretical considerations of this section allow 
expansion of this definition as follows: the style of a literary work 

is the unique totality of its symbolic meaning, its conceptual structure, 
its operations and its text structure. Ideally, every individual 

element and every operation in a work have to be analyzed in relation 

to each other and to the entire work in order to arrive at a formlation 


of the style of that literary work. 


5.6 Methodologically, this working hypothesis may be applied as 
follows. 

After a mee of close readings and tentative analytical 
examinations, one of the first methodological procedures is to make one 
or initially several hypothetical formulations about the symbolic 
meaning and about some of the main operations of the work under analysis. 
These hypothetical formulations will amount to the initial intuitive 
assumptions about the style of a work. 

The next step will be to test, re-formulate and deepen these 
initial intuitive hypotheses by means of a number of procedures. 

First, the linear ordering of a text is dissolved into conceptual 
elements and conceptual groupings are established. Once it is postulated 
and verified in a text just how these elements are grouped conceptually 
on what are the semantic relations between these conceptual groupings, 
then the operations can be recovered. 

Basically, the testing of the initial hypothesis consists of 
abstracting and reconstructing conceptual groupings and their semantic 


relations on the level of the conceptual structure and then finding how 
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these groupings are ordered on the level of the linearly ordered text. 
This procedure will reveal the operational strategies employed to 


convey the symbolic meaning. 


3.9 Methodologically speaking, total accountability of style is 
virtually impossible because of the enormity of the task. In practice, 
it is best to concentrate on certain aspects of a work and as a result 
to formulate some stylistic features. The study of certain aspects, 
however, must be done with constant reference and in direct relation to 
all other aspects and to the work as a whole. 

The analysis in this dissertation is focused on the main 
characters, narrators, narrator/character relationships and the narrative 
modes in the works of molodaja malaja proza. These conceptual groupings 
and their relations and the narrative modes are analyzed here not in 
isolation, but in their interrelation with the symbolic meaning and 
other relevant aspects of the works in question. The decision to 
concentrate on these specific aspects of molodaja malaja proza was made 
at first as the result of an intuive hypothesis that the nature and the 
characteristics of these aspects are the stylistic features particularly 
dominant in the style of molodaja malaja proza. It is one of the aims 


of this dissertation to verify this hypothesis. 


3.10 One of these aspects is the nature of a character. A character, 
as has been said in section 3.3 of this chapter, is one of the con- 
ceptual groupings in a work and may consist of a wide range of conceptual 
elements of varying significance in relation to the symbolic meaning 
These conceptual elements may be name, age, sex, nationality, 


and style. 


marital status, education level, social background, profession, 
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personality traits, beliefs, views, opinions, physical appearance, etc. 
These elements are not of equal significance; some may be dominant in 
their significance. Sometimes, the absence of a traditionally expected 
element, such as name or nationality, may be of dominant significance. 
In an analysis of the main characters of moledaja malaja proza, 
those elements in the conceptual grouping of the main characters which 
were found to have a dominant structural significance in relation to 
the symbolic meaning of a work have been abstracted, analyzed, and 
compared from work to work. Once a large number of common elements in 
the conceptual groupings of the main characters of molodaja malaja 
proza have been found, conceptual models of the main characters can be 
constructed for the purpose of analysis and comparison (see section 4.1 


of Chapter III and section 4.8 of Chapter IV). 


Sent As for the narrator, narrator/character relationships and the 
Narrative modes, the theoretical and methodological preliminaries present 
such a complex problem that they will be discussed separately in the 


follewing section. 
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4. Text Stylistics: The Narrator and Narrative Modes 


4.1 At this point of the theoretical presentation it is necessary 

to devote special attention to the narrator in a literary work: partly 
because it is one of the most important and interesting problems of 
literary scholarship and partly because the research in this dissertation 
focuses on the narrators and the narrative modes, 

A brief discussion of the hypotheses put forward by other 
scholars on the nature of the relationship between the author and the 
narrator, on the nature of the narrator and on the expression of the 
points of view in a literary work will help to elucidate the main 


theoretical assumptions. 


4.2 An intuitive assumption that a narrative text is a monologue, 
i.e. a linear sequence of sentences attributed to one and the same 
speaker, underlies most of the recent attempts to analyze and classify 
Marrative modes, 

The options differ as to the identification of this speaker. 
In the case of a nen-literary text (articles, scientific books, 
dissertations, monographs, etc.) this speaker is naturally presumed to 
be the person who has written the text and everything in the text is 
directly attributable to that person except things clearly marked by 
quotations. Ina literary text, however, the situation is different 
and the discussion centers on the question of whether this speaker is 
the author himself or the literary device of a marrator. The matter is 
further complicated by the fact that some scholars in the West and in 
Russia use the word "author" in two senses: as the real biographical 


author and as the figure or the image of the author as it emerges from 
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4.3 For example, both N. Friedman and B. Romberg see the "author" 
as Siseysibie speaker in a literary work and therefore distinguish 
between the werks narrated in various ways by their "authors" and the 
works narrated in various ways in the lst person by one of the 
characters whom they then call the 'marrator."' Neither explicitly 


define what exactly is meant by the “author.” 
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Friedman proposes a typology of the narrative modes arranged on 


the scale of the gradual extinction of the "author's" mental presence 
and attitudes ina wre This typology, however, does not take into 
consideration the entire linguistic and/or semantic presence of the 
"author" in a text but only his explicitly expressed mental state and 
attitudes, 


Romberg's typology reflects his view that everything ina 


Narrative text is attributed to the "author," except in the case of the 


lst person novel, which is "a novel that is narrated all the way along 
in a lst person by a person who appears in the novel, the narrator." 
Romberg, unlike Friedman, does not claim the total extinction of the 
“author" from the work; he is of the opinion that in the lst person 


novel 


the author makes the novel narrate itself through the mouth 
of one of the figures taking part in it. The real author 
withdraws from the scene, and instead brings forward the 
fictitious narrator, 


ly, Friedman, "Point of View in Fiction: the Development of a 
Critical Concept,'' PMLA, LXX, 5 (December 1955), 1160-1184. 


23, Romberg, Studies in the Narrative Technique of the First- 


person Novel (Stockholm: Almqvist & Winkel, 1962), 4. 


3Ibid., 4. 
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In the lst person novel "the author really hides behind his Geeraner 7 


4.4 A growing number of scholars, however, make a point of clearly 
distinguishing between the "author" in a literary work and the real 
author. F. Stanzel, for example, suggests the following: 


Interpreters of the novel frequently overlook the fact that 
the figure of the authorial narrator is not simply identical 
with the personality of the author. Several critics have 
remarked on the differences--to be sure often quite subtle-- 
between the actual author and his narrator-figure. In order 
to distinguish the specific nature of the narrator-figure more 
sharply from the personality of the actual narrator the term 
authorial medium will be used in this study. This term 
combines all those aspects of the authorial narrator which 

can be discerned as the narrator forms himself in the process 
of narrat ion, The authorial medium must also be distinguished 
from the figural medium, which must always be a figure of the 
novel Shrough whose eyes the reader seems to view the fictional 
world, 


4.5 Russian Formalists held the same view as Stanzel: the real 
author and the "author" in a literary work must not be identified. 

The actual terminology used in the Russian Formalists' studies is, 
however, regretably confusing. Although they themselves claimed to be 
specifikatory, they often used the same term avtor both for the liter- 
ary author and the real author without precisely specifying the 


difference. Neither were other terms used, such as povestvovatel', 


rasskazcik, or skazitel', explicitly defined. 


1B. Romberg, Studies in the Narrative Technique of the First- 
person Novel (Stockholm: Almqvist & Wiksel, 1962), 9. 


2F, Stanzel, Narrative Situations in the Novel (Bloomington: 
Indiana University Press, 1971), 24-25. 


v 
3See, for example, B. Ejxenbaum, "Kak sdelana 'Sinel' Gogolja," 
Texte der Russischen Formalisten, Band I (Munchen: Wilhelm Fink Verlag, 
1969), 148-150; Ju. Tynjanov, "Literaturnyj fakt," Arxaisty i novatory 
(Berlin: Priboj, 1929), 12-13. 
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It was left to the scholars who associated with the Russian 
Formalists and who continued to work later on their own to produce the 
formative works on the subject. One of these scholars is V. Picctsdo’: 
who saw the concept of style and the concept of the "obraz avtora" 


closely related. Vinogradov saw style as 


€ZMHCTBO MHOPOOOpa3sua, Kak CBOeCbpa3sHyH "CcucTeMy 
cucTemM", O6HUHO Boos HaIMGMUKM CZMHOrO KIM OpraHn3za- 
IMMOHHOrO TeHTpa. 


This single organizing center Vinogradev defined as the obraz avtora as 


follows: 


B "o6pase apTopa", B ero peueBok cTpykType o6"- 
CNMHAWTCA Boe KauecTRa KM OCOOESHHOCTK CTMIA Xy- 
HORCCTBEHHOPO IIpOM3sBeNeHMA... 


O6pa3s apTopa - 9TO He MpocToh cy6"exT peun, 
yuame BCero OH fake He Ha3BaH B CTpyKType 
XyOmecTBeEHHOrO MpON“3sBeZeHMA. ITO KOHDeHT-— 
PUpOPaHHOe BOMMOMeHKe CYTH MpoKusBexeHMA, 
o6"eMHAWIee BCH CMCTeMy PeUeEBHX CTpyKTyp 
TrepcoHaxek B MX COOTHOMeCHKM Cc MOBeCTBOBaTe- 
JOM, PaccK@a3UMKOM UKM paccKasunkamM KM Uuepes 
HUX ABIAWIeEeCA ULevHO -c THIKC THYCCKMM cpenlo- 
TOUKeM, POKYCOM Tesoro. 


4.6 The scholar who made one of the greatest contributions in this 
field is M.M, Baxtin. His main premise was that every utterance in the 
sphere of speech has its own speaker. This utterance is a sign of the 
speaker's semantic position, a personification of the meaning,--and as 


such invites dialogic relations and responses: confirmation, addition, 


ly, Vinogradov, "Nauka o jazyke xudozestvennoj literatury i ee 
zadaci," Issledovanija po slavjanskomu literaturovedeniju i stilistike 


(Moscow: AN SSSR, 1960), 11. 


2Ibid., 23. 


Vv 
3v. Vinogradov, O teorii xudozestvennoj reti (Moscow: Vyssaja 


Skola, 1971), 118. 
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elaboration, clarification, disagreement, opposition, etc. 

Baxtin also claimed--and this point is very important for the 
problem of the narrative modes--that these dialogic relations are 
possible and exist not only between the utterances made by the speakers 
in a dialogue but also within the single utterance of one speaker. In 
such a case the speaker not only produces an utterance but alse conveys 
his own distance from that utterance, limits his authorship and indicates 
his dialogic relation to it. Baxtin's classification of the basic types 
of narrative speech is based on these premises. 

Baxtin's hypothesis that within one utterance and within one 
mMarrative there may be a dialogue, a polyphonic interchange of a number 
of voices created by this narrative has been incorporated into the 


theory of the narrative modes in Text Stylistics. 


4.7 One of the most recent and most comprehensive hypotheses on 
the nature of narrative modes has been put forward by L. Dolezel. 

Dolezel proposes the dichotomy of the "narrator's discourse" 
(which is designated as DN in his book) and the "character's discourse" 
(DC in his book) on the level of what he calls, without clear explanation 
of its meaning, the 'deep' structure of a literary eext;? Dolezel's 


scheme of a narrative text on this level is 


T Serie DN + DC or T 


where T stands for a narrative text. 


1M.M. Baxtin, Problemy poetiki Dostoevskogo (Moscow: Xudozestvennaja 
literatura, 1972), 340-341. 


: 21. Dolezel, Narrative Modes in Czech Literature (Toronto: 
University of Toronto Press, 1973), 4. 


3Ibid., 4-5. 
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4.8 Dolezel's theory, as presented in his Narrative Modes in Czech 
Literature, served as a starting point in the development of the 
hypothesis on narrative modes within Text Stylistics in this disser- 
tation. Dolezel's theory has, however, been radically and extensively 
modified here in light of the following considerations. 

Dolezel, in support of his views, points out that in the works 
of Russian scholars in the early 1930s a "narrative text revealed its 
‘polyphonic’ character; it appeared as a field of confrontation of 
mumerous ‘voices’ .. wt and refers particularly to Baxtin's work. 
Baxtin, however, did not see a narrative text primarily as an opposition 
of the "narrator's discourse" (DN) and the "character's discourse" (DC), 


or as a confrontation of voices. On the contrary, 


Tam, rye ecTb B A@BTOPCKOM KOHTeKCTe TpAMan 
peub, ZOMycTuM, OWHOrO repos, Nepex HaMK B 
Tipezemax OMHOrTO KOHTeKCTa ZBa peueBHX DeHT- 
pa KM ABA peuveBHX CZMHCTRA: eCAMHCTBO aBTOp- 
CKOrO BHCK@3HBaHMA UY CQMHCTBO BHCK&a3SHBeaHUA 
repon. Ho Bropoe eZKHCTBO He C@MOCTOATEJbHO, 
MOZUMHEHO TlepBOMy KM NES B HeTO Kak 

OZM“H KS ero MOMEHTOB. 


This intuitive assumption that a narrative text is an explicit 
(overt) or implicit (covert) monologue, i.e. that there is only one 
narrator in a literary text, has received some support in recent studies 
in semantics and syntax, especially those which deal with performative 
analysis. Recently, a number of linguists and semanticists have been 
discussing the hypothesis that in its semantic performative representation 
every sentence has a lst person pronoun, a performative verb, and a 


second person pronoun: I say to you that..., I tell you that) 3, 


ly, Dolezel, Narrative Modes in Czech Literature, 3. 


2M.M. Baxtin, Problemy poetiki Dostoevskogo, 250. 
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I state to you that . .°. , Il order you to... ol Masktyou te, ore , 
etc. Some scholars have argued that this hypothesis is not applicable 
to impersonal sentences found, for example, in official poeeeaeei one: 
public announcements, news items, etc., while others brought forward 
convincing evidence that there is both an "I" and a "you" in the 
semantic structure of every sentence, including the impersonal oneeee 

On the basis of these studies in semantics, it is safe to assume 
that the sum total of these semantic "I"' of every sentence in a text 
produces the semantic totality of the speaker, and this speaker ina 


literary text is the marrator. His presence may or may not be lin- 


guistically expressed. 


4.9 In view of the above, it seems that Dolezel's insights into the 
dichotomy of the DN ("narrator's discourse") and DC ("character's 
discourse") are applicable only on the level of the text structure, i.e., 
on the level of representation (see the section 3.6 of this chapter). 

On this level the DN and DC are, as Dolezel says, "in concatenation and 
diverat tony"? "in oopadrcananes "in dynamic correlation ranging from 
absolute dichotomy to complete ageimeieeion ile Dolezel's scheme of a 
narrative text is taken here, in Text Stylistics, as reflecting the 


state of things on the level of the text structure only. 


ly oR. Ross, "On Declarative Sentences,'' in R.A. Jacobs and P.S. 
Rosenbaum, eds., Readings in English Transformational Grammar (Waltham, 
Mass.: Blaisdell, 1970), 222-272. Anna Wierzbicka, ''The Semantics of 
Direct and Indirect Discourse," unpublished paper, 1974. 


“ Dolezel, Narrative Modes in Czech Literature, 4. 
*Ibidsp205. 


4tbid., 4. 
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The relationship on the level of conceptual structure (see 
section 3.6 of this chapter) is, however, not that of 


T —~> ODN + ODC or 2 
DNs 7D 


There, both the narrator and a character or characters are conceptual 
groupings in complex semantic relationships. The marrator is an 
obligatory conceptual grouping ina literary text, and a character is 
an optional one. Their relationship on the level of the conceptual 
structure is non-linear and semantic; it expresses the hierarchical 
position of the narrator in relation to a character or any other 
conceptual grouping. A literary work is conceived here as being 
mMarrated by one narrating consciousness--one narrator, whether Lin- 
guistically expressed or not. 

The hypothesis of the narrator's hierarchical position has been 
expressed by various scholars in different ways. For example, the 
Russian Formalists' distinction between fabula and sjuzet implies this 
hypothesis; the very notion of sjuzet implies an organizing and ordering 
force, a narrating consciousness at work on tne elements of fabula. 
Tzvetan Todorov also distinguishes between the story and the mode, 
defining the latter as the way in which the narrator reveals the story 
to the peeacy. Dolezel, in his outline of a synthetic (generative) 


model of a narrative structure, also suggests the same distinction 


between the narrator and the story. 


1 seymour Chatman, "New Ways of Analyzing Narrative Structure,” 


Language and Style, vol. II, no. 1 (winter 1969), 3-4. 


2L. Dolezel, "Motif Analysis and the System of Sensitivity in 


L'Etranger,"' P. Leon, ed., Problemes de l'analyse textuelle (Montreal: 
Didier, 1971), 165-173. 
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4.10 One of the major hypotheses of Text Stylistics is that one of 

the very primary and obligatory operations, universal for all texts, 

is the one which forms a text as a monologue with only one speaker-- 

the narrator. Various further operations may transform this conceptual 
monologue into a plurality of discourses, or may generate further 
monologues and dialogues, or may create a chain of character's narratives 
within a narrative, or may linguistically delete this narrator in favor 
of a character's monologue, and so..on,--but only as secondary and 
dependent formations for strategic reasons in order to convey the 


meaning of the narrator's monologue. 


4.11 These assumptions lead to the hypothesis that the relationship 
between the narrator and a character (and between their discourses in 
a@ text) is the result of a number of operations, the first of which, 
as has been said in the preceding section, is universal for all texts. 
This primary and universal operation basically says: the narrator 
narrates himself and all other conceptual groupings (including that of 
a character and his discourses). Since the focus in this dissertation 
is primarily on the relationship between the narrator and a character 
and, of course, their discourses, their particular relationship, as a 
result of this operation, may be expressed as follows: 
T = DN 

‘ 

DC 
where the sign | means "the product of" and indicates the nature of 
the relationship between the narrator and a character and between the 
narrator's discourse and a character and between the narrator's discourse 


and a character's discourse. It means that the narrator narrates both 


: 1 ° 
a character and his or her discourse. The character's discourse is 
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always fully included in the narrator's discourse. There is no 
dichotomy here; it is an hierarchical structure dominated by the 
narrator, 

This point also reveals the basic difference between the 
conceptual grouping of a character and all other conceptual groupings, 
On the level of the text structure a character may have his own voice, 
his own discourse; in some texts this discourse may form the text 
itself, with the narrator linguistically--though not semantically or 
conceptually--absent. In that case all other conceptual groupings 
will be narrated through a character's discourse, with the narrator's 


semantic presence and control. 


4.12 Characters' discourses in a literary work are, therefore, the 
product of the narrator's discourse. They are obviously structurally 
different from monologues and dialogues in a real life situation, In 
real life, when two people talk, their monologues and dialogues are acts 
of communication and self-expression. When two characters 'talk' ina 
literary work, it is only an imitation of a dialogue; it is really one 
of the means of the narrator's discourse to convey a certain meaning, 

It is a one-way act of communication from the narrator to the readers. 


Schematically, this difference may be presented as follows: 
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Dialogue in real life: X and Y talk = dialogue 
heres |y | 


Dialogue in a literary 


=mono logue DN 
work: v 
=dialogue DC 


Similarly, when there is a character in the lst person telling a story; 


= monologue DN 


! 


= monologue DC 
= dialogue DC 


In some works, the character's monologue occupies the entire narrative 


text: 


monologue DN 


— 2 
Peewee 


C = monologue DC 
| Kole Se Se Lee | Fit | pwerdiaregue DC 


in which case the narrator's monologue is linguistically absent, but 
the narrator is semantically present. 

Characters' discourse, is therefore, one of the ways by which 
information and meaning are conveyed by the narrator's discourse. It 


is in a dependent position to DN, as indicated by the operation scheme: 


T = DN. 


| 


DC 


On the level of the text structure, DN and DC, as a result of various 
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Operations, may be "in dynamic correlation, ranging from absolute 


dichotomy to complete assimilation." 


4.13. The basic obligatory operation, in relation to DN and DC, 
T= a is primary and universal for all texts. This operation 

DC 
expresses what has been discussed in the preceding sections: a 
literary text is a monologue. As a monologue, it has one and only one 
Marrator, and this narrator can fully reveal himself only in the lst 
person. He narrates the text, the characters in that text, their 
monologues and dialogues. 

Then follows the next operation, or rather an obligatory choice 
of one of the only three possible narrative operations at this stage, 
which result in three possible basic narrative modes. The choice, it 
is stressed here, is obligatory. All prose texts may be classified 
according to one of these three narrative modes, either in their pure 
form or with further operations. 

These three narrative operations and the resultant three basic 
narrative modes are proposed here as an integral part of Text Stylistics 
and are used in the analysis of the narrative modes and the relationship 
of the narrator and characters in this dissertation. 

In the following sections these three narrative modes are 
presented and discussed in some detail. No examples are given in this 


theoretical chapter, as all three narrative modes are analyzed in Chapters 


III and IV. 


lL. Dolezel, Narrative Modes in Czech Literature, 4. 
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4.14 One of the three possible narrative operations, which must be 
selected after the primary and universally obligatory T = DN, is the 
DC | 
following: T= DN (+ Bt ). This operation fully reveals the obliga- 
DC 

tory and only narrator in the texts of this narrative mode.in the lst 

person. It means that the narrator is overtly present in the text, and 

a text of this type is the overt monologue of the narrator. In this 

mode the lst person narrator is linguistically--and, of course, semanti- 

cally--present. This narrative mode is called here Narrative Mode l. 

The main linguistic feature of this marrative mode is the presence of 

the lst person pronoun and verb forms in the DN, which is indicated in 

the above scheme by the marker (+ lst). In the discussion of the works 
of Narrative Mode l, this narrator is called the lst person narrator. 

The latter term is far from perfect, because the narrator is always in 

the lst person, but this definition at least serves as a reminder of 

the fact that the narrator appears in the last person, i.e. fully 
reveals himself. 

Within this mode there are usually found three different types 
of Ist person narrator, distinguished by that narrator's position in 
relation to other conceptual groupings: 

1) the external narrator--the narrator who stands outside the conceptual 
groupings and semantic relations among them: because of this 
position, he may marrate, observe, discuss, comment, express his 
feelings and thoughts about the conceptual groupings and himself, 
but only as an outsider, as an observer; 


2) the internal narrator--the narrator who as a conceptual grouping 
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enters into the semantic relations among the groupings and forms 
his own semantic relations; he is in the midst of the groupings and 
is involved; 

3) the lyrical narrator--the narrator who is the center of a lyrico- 
philosophical narrative, in which he examines his thoughts, views, 


and feelings, and where everything is related to him. 


4.15 Another one of the three narrative operations, one of which must 
be selected after the primary operation T = DN, is this: T = DN (-lst). 
i 
DC DC 
This operation reveals the obligatory lst person narrator in the text 
only partially. The main linguistic feature of the resultant narrative 
mode is the deletion of the lst person pronoun and verb forms in the 
DN, which is indicated in the above scheme by the marker (-lst). In 
this mode the lst person narrator is linguistically--as well as 
semantically--present, but his presence is covert. He narrates, but 
not in the lst person. This narrative mode is called here Narrative 
Mode 2. The narrator in this mode stands outside the conceptual 
groupings and the semantic relations between them. 

Traditionally, this narrative mode is known as a 3rd person 
narrative, because the narrator's lst person forms are deleted and only 
the character's 3rd person forms (because the narrator speaks about his 
characters in the 3rd person) are presemt. Traditionally, this narrator 
is known as 3rd person narrator. 

The term 3rd person narrator is actually a misnomer. It has 
been shown here that the narrative text is a monologue and has only one 
narrator in the lst person. In Narrative Mode 2 the narrator's lst 


person pronoun and verb forms are deleted by the above operation. The 
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pronoun and verb forms in the resultant DN are in the 3rd person, which 
explains the traditional usage of the terms 3rd person narrative and 
the 3rd person narrator. | 

In this dissertation the term 3rd person narrator has been 


adopted for the narrator of Narrative Mode 2, but its real definition 


is the lst person narrator whose lst person pronoun and verb forms have 
been deleted by an operation, amd thus the only pronoun and verb forms 


in the narrative are in the 3rd person referring to the characters. 
This marrative mode has numerous possibilities and is open to 

Numerous further operations, dependent upon the selection of a point or 

points of view and numerous kinds of direct and indirect interior 


monologues by characters. 


4.16 Since there are some variations and inconsistencies in the use 
of the terms ‘direct interior monologue’ (DIM) and ‘indirect interior 
monologue’ (IIM), particularly the latter, it is necessary to state 
here what is meant by the terms in this dissertation. 

In Russian prose the DIM of a character in the course of a 3rd 
person narrative (Narrative Mode 2) is marked by the explicit or the 
implicit presence of the lst person pronoun forms “etary gitners to that 
character. Unlike the direct speech or thoughts of a character, usually 
DIM has no specific purtuation marks. 

An example of direct speech by a character: 

AtJMK TIOMpaBAI AUMKY: 

- Kakve xe MH TyYpMcTH? TypuvucTN Ha BpeMA 


yXOIAT M3 JOMy, @ MH HaBCerga NOpBasdK c 3aTx- 
uuM Popeye kKuM YOTOM M MemeHCKMM CeMe HEM 


6OHTOM. 


ly, Aksenov, Zvezdnyj bilet (Aarhus, Akademisk Boghandel, 1970), 
LS. 
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An example of thoughts by a character: 


"M@JbUMKK JOBAT poy, - yan6Hynacb Tags. . 
- TlocmoTpumM, uTo BH mOowmaere. A a? Toftwew 
JM & 3000TYH pHOky? KM rae oba naapaeT, moa? 
Mope Takoe rpomeyzHoe..." 


An example of DIM by a character: 


AIMUK BCKOUML, NOATAHYA wekuHy naeator, IIpM- 
riaqUVsu BOJOcH. 

ees xeHmvHa Tanka! He suaer UpaHopa- 
lleTpoba. OTO me abaHrapy Hellero ucKyccTBa! 
llovgzy lloxMy pykKy cTapuKy. MW Belb c HMM HeEMHO- 
TO 3H@KOMH. Bostanw Torga o "CaanKoh xmusuHn". 
OH paccka3al o f¢ecThBase B KaHHax, a a Torna 
ckesame.. © 


IIM of a character in Russian prose differs from DIM in the use 
of the explicit or implicit 3rd person pronoun forms referring to that 


character. However, 


Since there is no structural or grammatical distinction 
between a sentence functioning as a direct discourse and 
one functioning as quasi-direct discourse (that is, as 
IIM - O.H.), the only way to disambiguate such a sentence 
in a text is by reference to the context or situation in 


which it is found. 


In Russian IIM is usually called "nesobstvenno-prjamaja" or 'nesobstvenno- 


avtorskaja rec'."' 


Here is an example of I1IM in Russian prose: 


ly, Aksenov, Zvezdnyj bilet (Aarhus, Akademisk Boghandel, 1970), 
22. 


2tbid., 21. 


3G.H. Schaarschmidt, "Quasi-direct discourse: style or grammar?" 


Canadian Journal of Linguistics, 12, no. 1 (1966), 26. 


4L.A. Sokolova, "Nesobstvenno-avtorskaja (nesobstvenno-prjamaja 


ret! kak stilisti€eskaja kategorija (Tomsk: Izdatel'stvo Tomskogo 


universiteta, 1968). 
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EMy 6HJO0 TOMHO M CMyTHO. JT'asA ero TOKe JD- 
6uT - 9TO ACHO. KM 3aTo y Hee He urpa. K OHA 
cMenzee ero. f[ouemy 3TO Tak? UMHMUHO Tperlsellb— 
cA c pe6aTamMmM Ha OTy TeMy, @ JHOOBb HaseTaeT, 
Kak T0e32 B KMHO. Tlowemy 8TO cTpamHO? beb 
OH IIpeKpecHO 3HaeT, UTO 39TO HE CTpamHO. JR- 
6OBb - 970... dAWKOOBb - 9TO... UTO OH BHeeT O 


JIKH6 BU? 


4.17 Finally, the third and the last of the only three possible 

narrative operations, one of which must be selected to follow T = DN , 
DC 

is this T = DN 

A (+ lst) 

A complete linguistic--but not semantic:--deletion of the lst person 

Narrator takes place, and a character is made to "narrate" his own 

story. This is marked in the above scheme by the transfer of the (+ lst) 

marker to DC. This narrative mode is called here Narrative Mode 3. 

Since the lst person narrator is deleted in this mode, the only overt 

speaker in the text is a character in tne lst person. He is called here 

the lst person character. It is very important to remember in this case 

that the lst person narrator is present semantically in this mode. 

On the level of the text structure it is not always easy to 
distinguish between Narrative Mode 1 and Narrative Mode 3, as both have 
the same linguistic features of the lst person narrative, although 
structurally they are different. In such cases it is necessary to 


analyze the conceptual structure and recover the operations of a work in 


question. 


ly, Aksenov, Zvezdnyj bilet, 25. 
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In some works this is easy to do, because a character may 
clearly be identified as a character by a fictional name and other 
details. It is also easy to detect the complete linguistic Heretiee of 
the narrator in favour of the lst person narrative by a character in 
the cases of what M, Baxtin calls raznonapravlennoe dvugolosoe slovo. 

It is much more difficult to deal with the cases where there 
are mo such explicit indications, but where the narrator's semantic 
presence is often conveyed by the totality of the entire work. These 


cases require careful stylistic analysis of the entire work, 


4.18 To sum up, the primary and obligatory operation universal for 


all texts is: 


T = DN - A literary text is a lst person 
i. narrative by the lst person narrator. 
DC He narrates the entire narrative 


text, including the characters and 
their discourses. 


Then, an obligatory choice of one of the only three possible operations 


takes place; 


T = DN (4+lst) - Narrative Mode l 
A literary text is narrated in the 
DC lst person by the narrator. The 


narrator is fully revealed here. 


T = DN (-lst) - Narrative Mode 2 
A literary text is narrated in the 
DC 3rd person by the lst person narrator 


whose lst person presence has been 
deleted. The lst person narrator is 
semi-revealed here. 


T = DN - Narrative Mode 3 
J A literary text is narrated in the lst 
DC (+lst) person by a character and the lst 


person narrator's linguistic presence 
has been deleted. The lst person 
narrator is not revealed linguistically, 
but only semantically. 
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5. Text Stylistics: The Concept of Genre 


Jet The last section of this theoretical chapter concerns the 
narrative genres. In this dissertation the style of molodaja malaja 
proza, that is, of the short stories and povesti, is studied and 
analyzed in comparison with the preceding socialist realism style, the 
main narrative genre of which is the novel. 

This approach may raise the question of how valid it is to 
compare styles which found their full expression in different narrative 
genres, or, in other words, how valid the comparative stylistic study 
of the characters, narrators, and narrative modes of novels, povesti, 


and short stories is. 


ae The arguments for the validity of such a study are as follows. 
First of all, one of the main observations about the style of molodaja 
malaja proza, which was made by many scholars and critics and is fully 
supported by the research in this dissertation, is that molodaja malaja 
proza developed in opposition to certain features of the preceding 
socialist realism style. The literary phenomenon of this opposition is 
not at all unusual; as M.M. Baxtin wrote: 


B aKTepaTypHOK peuu 3sHaYeHMe CKPHTOM NOJeEMUKK 
rpoMagzHO. COOcTBeHHO, B KAXZOM CTMse eCTb 
SJCMCHT BHYTpeHHeH MOJeMMKK, pasiMUuKe AMMIb B 
cTeneHK M B XapakTepe ero. Bcakoe suTepaTypHoe 
CJOBO 60Nee UK MeHeEe OCTpPO OMymaeT cBoero 
cuyuaTein, unTaTesa, KPMTMKa M OTpamaet B 

ce6e ero mpezBocxumaemMy@ BOSpaRxeHMA, OCIECHKM, 
TOUKM 3peHMA. Kpome Toro, sUTepaTypHOe COBO 
omymaeT pALZOM c co6o% pzApyroe suMTepaTypHOe Ke 
COBO, Apyrok cTUb. ONeEMeCHT T@K HasHBaeMon 
peakimu Ha NpezmecPByHUMK AUTepaTyPHNKU CTUJb, 
HaJMUHHK B KAXRZOM HOBOM CJIOBe, ABIAETCAH TaKOW xe 
PHYTpeHHeM MOMeMMKOKM, Tak CKa3aTb, CKDPHTO¥ 
@HTMCTUIUZSAIKNeEKN UyxOrO CTKIA, COPMelaemow uac- 
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TO KM C ABHHM NapoyVpoBaHkMVem ero. | 

One of the most immediately observable features of this 
Opposition and secret polemics is this very shift in genres from the 
lengthy novels of the socialist realism style to the short stories and 
povesti of molodaja malaja proza. This shift in genres is a significant 
part of the inner polemics between the two styles. One of the aims of 
this dissertation is to analyze the nature of this inner polemic as it 
expressed itself in the shift of genres, the symbolic meanings, main 


characters, narrators and the narrative modes of the two styles. 


Pe This comparative study can be done because, on close examination, 
there are no distinctive stylistic features--conceptual, structural, or 
those pertaining to the symbolic meaning, operations, or narrative modes-- 
which are peculiar only to a novel, or only to a povest', or only toa 
short story. 

It is safe to suppose, as there is no evidence to the contrary, 
that on the level of the conceptual structure there are no conceptual 
groupings or elements peculiar only to a novel, or a povest', or a short 
story. The narrator is an obligatory conceptual grouping in all of them 
too. On the level of representation, i.e. on the level of the text 
structure, the only distinguishing characteristic may be that of the 
length of a work; that is, the potential the length may have for certain 
complex structural, operational and narrative strategies which are 
based, for example, on repetition, on the shifts in the narrative, on the 
disarrangements of the time sequence, etc. However, too often even the 


length fails to be the distinguishing factor, as there are some long and 


lu.M. Baxtin, Problemy poetiki Dostoevskogo, 336. 
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structurally complex povesti or short stories, and short and simple 


novels. 
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are 


1) 


2) 


3) 


1) 


2) 


3) 


215) 


Conclusion 


The theoretical framework and methodology of Text Stylistics 
applied in the following chapters to the three groups of works: 
works of socialist realism written between 1945 and 1955; 


works of gorodskaja molodaja malaja proza written between 1955 and 


approximately 1967; 
works of derevenskaja molodaja malaja proza written between 1960 
and 1970. 

The aim of the analysis is to accomplish the following: 
to discover and define the main stylistic features of the works 
written within each group as manifested in the symbolic meanings, 
main characters, narrators, narrative modes and narrator/character 
relationships; 


to discover and define both the common and the differentiating 
features between the works of gorodskaja molodaja malaja proza and 
derevenskaja molodaja malaja proza in order to define the style of 
molodaja malaja proza as a whole; 


to show the differences between the socialist realism style and the 


style of molodaja malaja proza in order to discover and define 


the stylistic developments in Soviet literature. 
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CHAPTER II 


SOCIALIST REALISM STYLE 


l. Socialist Realism Style of 1946-1953 


i. L As has already been pointed out in the Introduction of this 
dissertation,/ the features of the style of socialist realism are used 
in this dissertation as background material for the study of the style 
of molodaja malaja proza. This dissertation does not aim at an 
intrinsic characterization of the style of socialist realism. 

Socialist realism is seen here not as an ideological doctrine 
and a prescription, oe as the style of the works written in 1946-1953. 
The doctrine itself was proclaimed in 1934 and modified somewhat in 
1g545 Many works written in the 1930s exhibit features of the style 
of socialist realism, but it was only after the war that this style 
reached its culmination and its specific features became clearly pro- 
mounced. Nineteen hundred and fifty-three.to 1957 was a period of some 
modification and change, and in the second half of the 1950s and in the 


1960s the style of socialist realism began to lose its exclusive domi- 


lsee section 1.9 of the Introduction. 


2Detailed study of the socialist realism as a doctrine may be 


found in H. Ermolaev, Soviet Literary Theories 1917-1934 and the Genesis 


of Socialist Realism (Berkeley: University of California Press, 1963) 


and C.V. James, Soviet Socialist Realism. Origins and Theory (New York: 


St. Martin's Press, 1973). 
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nation of Soviet literature. Some interesting new literary phenomena 
began to emerge alongside the slowly continuing modification of 
socialist realism style. For a full understanding of these ee literary 
phenomena it is necessary to consider first socialist realism style 
Peaeliie In this study only the works of writers of pure socialist 
realism are examined it does not include the works of the Soviet 
writers who have been writing since the Revolution, such as L. Leonov, 

K, Fedin, V. Kataev, I. Erenburg, K. Paustovskij, M. Prisvin, and others, 


and exhibit individual styles even in the socialist realism period. 


hae Some of the most insightful observations about the nature of 
socialist realism style were made by A. Tertz in "On Socialist Realism"; 
these observations are used here as the framework for a brief analysis 


of this style. 


The main point of Tertz's assessment of socialist realism as a 
style among other styles is that socialist realism is a hybrid, an im- 
possible combination of some of the features of the 18th century 


classicist style and the 19th century realist style. 


lcocialist realism, both as a doctrine and as a style in its 
various modifications, has been extensively studied in the Soviet Union 
and in the West. The list of the major works may be found in the biblio- 
graphy for Chapter II. Some of the findings of these studies are re- 
examined here and incorporated, where necessary, with due acknowledge- 


ments. 


2the findings in this chapter have been based on the analysis of 
such works as V. AZaev, Daleko ot Moskvy (Moscow: Goslitizdat, 1952), 


S. Babaevskij, Kavaler Zolotoj Zvezdy (Moscow: Sovetskij pisatel', 


1952), P. Pavlenko, Séast'e (Moscow: Sovetskij pisatel', 1949), A. 
Cakovskij, U nas uze utro (Moscow: Sovetskij pisatel', 1950), V. 
Kogetov, Zurbiny (Leningrad: Sovetskij pisatel', 1956) and others, 
For the complete list see bibliography for Chapter II. 
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In its content and spirit, as in its central figure, 
socialist realism is much closer to the eighteenth 
century than to the nineteenth . . . Like ourselves, the 
eighteenth century had the idea of political purposeful- . 
ness, the feeling of its own superiority, and a clear 
consciousness that "God is with us." 


The hybrid nature of socialist realism style was, to a large 
extent, due to the fact that it was an artificial, superimposed style, 
and not a natural development. 

The spirit of political purposefulness and one's superiority 
and unquestionable rightness was at the core of the symbolic meaning 
of the works of socialist realism style. 

Both styles are instructive and didactic in their symbolic mean- 
ings. Tertz describes this as follows: 

When Derzhavin, in his old age, wrote the ode "To the Great 
Boyar and Military Commander Reshemysl,'' he gave it a sub- 
title: "or the image of what a great lord should be." The 
art of the socialist realism might be given the same sub- 
title: it represents the world and man as they should be. 

Socialist realism starts from an ideal image to which it 

adapts the living reality . .. We represent life as we 

would like it to be and as it is bound to become, when it bows 
to the logic of Marxism. This is why socialist realism 
should really be called ''socialist classicism." 

Tertz also lists such classicist stylistic features as the 
positive hero,” the strictly hierarchical distribution of the roles of 


other characters, the plot, "the passion for solemnity," the "pompous 


simplicity,'' elevation, declamation, as being also typical of the 


la, Tertz, On Socialist Realism (New York: Pantheon Books, 1960), 
hike 


Atbid., 76-77 

2y., Calmaev also points out that some characters in the cee 
literature about caso peasant life were "pocti klassicistskie ee 
"polumiticeskie tipazi." See V. Calmaev, "Raspaxannoe pole," Znamja, 
-Q@arch 1965), 205. 
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socialist realism style. 


However, Tertz states, these typically classicist stylistic 


features were constantly combined in the works of socialist realism 


style with some features of the realist style of the 19th century: 


- - . they try to combine the uncombinable: the positive 
hero {who logically tends toward the pattern, the allegory) 
and the psychological analysis of character; elevated style 
and declamation with prosaic descriptions of ordinary life; 
a high ideal with truthful representation of life. 

The result is a loathsome literary salad. The characters 
torment themselves though not quite as Dostoevski's do, are 
mournful but not quite like Chekhov's, found their happy 
families which are not quite like Tolstoi's, and, suddenly 
becoming aware of the time they are living in, scream at 
the reader the copybook slogans which they read in Soviet 
newspapers, like "Long live world peace!" or "Down with 
the warmongers!"' This is neither classicism, nor realism. 
It is half-classicist non-art, which is none too socialist 
and not at all realist. 


Tertz's observations and insights capture some of the most 


essential characteristics of socialist realism style. Im this chapter 


his ideas are expanded in the light of the theory of Text Stylistics 


in order to provide the basis for the comparison and study of molodaja 


malaja proza. 


1.3 


Tne symbolic meaning of the works of socialist realism style of 


1946-1953 was an affirmation of the Communist ideology and the Soviet 


system as the most progressive and humane in the world, as the answer 


to all the best human aspirations and hopes. Socialist realism works 


optimistically presented the victorious march of the Soviet Union under 


the wise guidance of the Party and its leaders towards communism and 


lap, Tertz, On Socialist Realism, 83-84. 


2Ibid., 90-91. 
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portrayed the new Soviet man as an ideal human being. On the whole, it 
was a tendentious glorification of the present state of things. 

This type of symbolic meaning indeed relates socialist realism 
style with the classicist style: in both there is a glorified 
presentation of the ideal, a firm conviction in the possession of the 
highest and the only truth, and a simplistic vision of the world. G. 
Gukovskij's statements about the meaning of the classicist style equally 


apply to socialist realism style: 


IleHTpaJbHOK Temohk, nvgeek KNACCMIM3Ma ABAAICH 
KYJibT PTOcyAapcTBeHHHX, TpaxZeaHCKMX Aobpogxetresek, 
KOTOPHM KJACCMIIL3M MpMHOCUA B KeEPTEY Bce JIMUHHE 
CTpeMJICHMA WeNOBeKa@.... OTZCJbHHKM ueNOBeK, Kak 
AMUHOCTb, B ero HECXOACTBe C APYFMMM JNOTbMM, B 
ero WacTHHX CTpeMJeCHMAX, KeJAaHUAX, CTpacTAX, MpMu- 
SHABEJICA C STOY TOUKK 3PeCHMA ABEHMeEM M HE MCHEHM 
uM ferme Kak OH HECYMECTBYHIMM. EZMHCTBEHHO TCHHHM 
KM MOTAMHHO CyYMecTBYHIMM B OOMECTBEHHOKM KXM3SHM MpK- 
SHABAIOCb camo O6}6mecTBO, rocyfsapcTBO, He TOJbKO 
o6"enuHAbmee BCeX TparzeH, HO Kak OH Norsomanwmee 
UX. 


1.4 The expression of this type of symbolic meaning in the works of 
socialist realism was simple and straightforward, and it was usually 
reinforced in the form of direct statements both by the main characters 
and the narrator throughout the work. 

The works of socialist realism style presented various aspects 
of the building of socialism and of the progress towards communism. The 
most typical ordering of the actions of the conceptual structure was the 


arrival of the ideal main character to some place, which, as the result 


lg, Gukovskij, Russkaja literatura XVIII veka (Moscow: 
Gosudarstvennoe ucebno-pedagogiceskoe izdatel'stvo Narkomprosa RSFSR, 


1939), 122. 
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of the war or some other reason, needed a great deal of construction, 
reconstruction, or general improvement, and then the detailed chrono- 
logical account of his inevitable victory over all the difficulties 
with the help of the Party. The themes of reconstruction after the 
war, of industrialization, of the improvements in agriculture, of the 
glorification of labour and man's physical and moral efforts, of the 
national feelings, of the socialist emulation, etc., were all employed 
to bring out the symbolic meaning of socialist realism style: the 


Soviet Union's triumphant march toward communism, 


eo This kind of literature and its main characters have been 
described well by X. Gasiorowska as follows: 


« « e« only one mode of writing--Socialist Realism--was 
possible; one--Marxist--school of thought was recognized; 

and one group of writers--''Soviet workers of the pen''-- 
existed. As a result, Russian literature instead of forms 
and trends developed patterns. There were topic patterns, 
such as the ennobling influence of work; plot patterns, 

like the perennial tale of a young Communist improving the 
lagging performance of a factory; and character patterns, 

the wise Party Secretary, for instance, and the gruff, honest 
chairman of the kolkhoz. 


Once the demands of Socialist Realism were met--the adherence 
to Marxist-Leninist ideology (ideinost'), the spiritual 
commitment to the Party's aims and policies (partiinost'), 
the rendition of Russian nationalism as Soviet class- 
consciousness (narodnost')--little opportunity was left for 
flights of imagination. Nor were they encouraged; the 
domain of the irrational and the subconscious are excluded 
from Marxist aesthetics . .. . the Soviet people are seen 
as a Party-led team of builders of a future Communist 
state. Such characters, allegedly average men and women 
shown in everyday work and life, lend themselves well to 
being classified as "typical." Mass produced, they also 


ly, Gasiorowska, Women in Soviet Fiction, 1917-1964 (London: 
University of Wisconsin Press, 1968), 5. 
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tend to be misid, two-dimensional, and predictable in 
word and action, 


In order to understand Soviet fictional characters-- 
their behaviour and motives--one has to discuss them 
within their own world, which, in turn, has to be 
accepted on its own terms. 

The Soviet fictional world is orderly, has a stable 
psychological climate and permanent ideological laws 
scrupulously enforced and unquestioned. Its inhabitants 
&@re presented to che reader by an omniscient author who 
reports on their thoughts, feelings, and activities ina 
Straight narrative, innocent of devices except, sometimes, 
a flashback. Nobody has access to their subconscious 
lives, whether author, reader, or the characters thenm- 
selves. Their behaviour is presented only on a rational 
plane; their emotions can be--and usually are--controlled; 
conflicts between passion and duty are resolved in favor 
of duty. They expect no miracles except from science; 
Communism is their creed; work is their way of life; they 
can unhesitatingly tell right from wrong, reality from 
fancy, truth from deception. They are not universal types-- 
for this they lack individuality--but each is a Soviet 
Everyman moving through the cycle of birth, love, work, 
and death within the framework of his finite existence. 


A.M. van der Eng-Liedmeier, who studied Soviet literary characters 
in the works written from 1917-1953, has described the literary type of 


the 1945-1953 period as follows: 


The character typical of the literary prose of this period 
is the Soviet citizen who has succeeded in achieving a 
harmony between personal desires and social obligations. 
Some problems and conflicts may still crop up, but they 
are very insignificant compared to those represented in 
previous periods. All tragedy and inner struggle is 
avoided and criticism and self-criticism are used as in- 
fallible means of educating the characters from mediocre 
to good and from good to better men. Whereas the Soviet 
citizen depicted in the pre-war period was a man who strove 
after an ideal of which he had approved of his own accord, 
the Soviet citizen represented in post-war fiction is 
usually shown as a product of Party education, 


ly, Gasiorowska, Women in Soviet Fiction, 1917-1964 (London: 
University of Wisconsin Press, 1968), 6. 
2Ibid., 10. 


34 .M. van der Eng-Liedmeier, Soviet Literary Characters (The 
Hague: Mouton, 1959), 152-153. 
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The Soviet citizen of this period is usually 
represented as a happy lover or husband; yet he is 
always ready, if necessary, to subordinate his love to 
his social duty. Tragic conflicts or consequences of 
such a choice are not shown, except in some works at 
the beginning and at the end of this period. 


As a rule, the moral and psychological problems of 
the Soviet citizen are very insignificant and without 
tragic consequences; in most cases they are solved under 
the guidance of the Party secretary, supported by the 
nearest friends or relatives of the complicated 
characters. 


In this dissertation the following model of the dominant 


conceptual elements which constitute the conceptual grouping of a main 


character of the socialist realism style has been constructed to be 


used in comparison with the models of the main characters of molodaja 


malaja proza. 

AGE: - late twenties, thirties and forties-- 
predominantly middle-aged 

SEX: - usually male 

BACKGROUND: - working class, peasant, or revolutionary 
intelligentsia--hard working, upright, 
devoted to the Communist cause 

EDUCATION: - variable: in some cases professional men 
such as engineers, in others cases men 
without formal education such as kolxoz 
chairmen, etc. 

EXPERIENCE: - often fought in the war, usually have 
experience in their professions 

PARTY: - usually a Party member 

PERSONALITY: - devoted to the Communist cause, 


la.M. van der Eng-Liedmeier, Soviet Literary Characters (The 


Hague: Mouton, 1959), 153. 


2Ibid., 154. 
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- patriotic, 

- high moral principles, 

- hard working, 

- devoted to one's profession and duty, 

- few shortcomings, such as impatience, 
occasional quick temper, intolerance to 
other people's weaknesses, etc., some of 
which are usually mastered to some extent 
by the end of the work. 

This so-called ‘positive hero' of socialist realism style, as 

1 
Tertz observed, "logically tends toward the pattern, the allegory."' 
This conceptual grouping is basically hagiographic in its type: the 
main character usually has the right kind of parents, exhibits his good 
qualities even as a child and youth, has high moral principles and an 
unwavering devotion to a cause, and comes out with honour and glory 
2 

from all trials and "temptations." 

Such are, for example, Aleksej Kovsov and Georgij Beridze in 
V. Azaev's Daleko ot Moskvy, Sergej Tutarinov in S, Babaevskij's 
Kavaler Zolotoj Zvezdy amd Svet nad zemlej. Andrej Doronin and Grigorij 

Vv 

Rusanov in A, Cakovskij's U nas uze utro, Zurbiny in V. Kocetov's 


Zurbiny, Vasilij Bortnikov in G. Nikolaeva's Zatva, Grunja in E. Mal'cev's 


Ot vsego serdca, Voropaev in P, Pavlenko's Scast'e. 


1.7 Both classicism and socialist realism, as Tertz observed, were 


stable and conservative styles, hostile to experimentation and originality. 


la. Tertz, On Socialist Realism, 90. 


2The hagiographic type of this conceptual grouping has been 
pointed out by Dr. S. Cioran in one of his lectures at the University of 
Alberta. The Soviet critic V. Pomerancev in "Ob iskrennosti v literature," 
Novyj mir, 12 (December 1953), 234, calls Sergej Tutarinov, the main 


character of S. Babaevskij's Kavaler Zolotoj Zvezdy, "angelocek na 
kuliée." 
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This is particularly true of the narrative modes of socialist realism 
style. 

The dominant,--in fact, the almost exclusive--narrative mode of 
socialist realism style was the Narrative Mode 2, i.e. narrative by the 
narrator in the 3rd person, the so-called 3rd person narrator. Both 
Narrative Mode l (narrative by the lst person narrator) and Narrative 
Mode 3 (marrative by the lst person character) were conspicuously 


absent. 


1.8 The 3rd person narrator of Narrative Mode 2 in socialist realism 
style was usually omniscient, factually descriptive, explicit, straight- 
forward,: and rather monotonous. He tolerated no ambiguity or under- 
statement. His attitudes and sympathies were clearly expressed. He was 
fully behind the main characters and openly liked and admired then. 

He usually described chronologically and at length everything 
that happened to the main characters and everything they saw, felt, and 
did. Occasional flashbacks into the characters' pasts were usually 
explicitly motivated as the characters’ own memories or as the narrator's 
way of explaining their actions. Their feelings, emotions, and thoughts 
were also usually described by the narrator. 

This descriptive portrayal was usually supplemented by the 
characters’ own statements in the form of direct speech and by their 
thoughts in the traditional rendering. 

This narrative strategy reinforced the concept of the characters 
as rational, direct, one-dimensional people who never had any irrational 
thoughts or actions, or any subconscious thoughts and feelings. The 
narrative strategy was to be factual, explicit, realistic, with nothing 


left to the imagination and no potential ambiguity. Here the incongruity 
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of the "socialist" and "realism," pointed out by Tertz, comes out 
particularly clearly. And this straightforward pseudo-realistic 
description and characterization was combined with, as Tertz pat it, 
"the passion for solemnity," "pompous simplicity," elevation and 


facianacion. 


1.9 The use of DIM and IIM in these works of socialist realism was 
mot very frequent. When used, these devices did not convey a stream 

of consciousness, or any subconscious drives and motivations. As the 
following marked examples indicate, they were used simply as an 
alternative to the expression of thoughts conveyed in the traditional 
manner. It seems that the only difference between the tha ghts expressed 


in the traditional manner and DIM and IIM is punctuation. For example: 


TOKM&KOB He cliycKal ras c waprn. 
narrator's Yre OT OFHOFO 3TOrO 3peruma OH UyBCTBOBAI 
description @usnueckyb ycTasocTb, KpavHhwW ee cTeneHb, 

of the TOouTM USHEMOKeHMe, OYATO OH cam BCE BpeMA 
epkad Ha Becy KaKylO-TO He€BHHOCUMYN TARECTb, 
6yUTO HeEPBH KM RUAN ero OHJK BIAeTeCHH B TpOC 
BMeCTe CO CTaJbHHMM HUTAMK. 


3rd person 


character's 
feelings 


, of 
Character's "Tre xe 3acTpAA MaTBenu’ BCTIOMHUI 


thoughts BApyr TokMaKoB.- BmpoueM,6e3 JIeCTHMIH CcTapKk 
ciyckaeTca MO yrowkaM... CKope On ero cHfa. 


A a - cpasy HaBepx". 


Character's IlecTb BUTKOB MO TpYAWAaTb C@Mb HUTOK B 

IIM BuTKe - nmogzxoynme. HO Kak NOZCUMTaTb BeTF- 
popyh Harpy3ky? ilyTKa cKa3aTb - CTO NATb— 
necatT MeTpoOB Mapyca. IIpaAMo IxyHa. 


3rd person Y TokMakOBa COBCeM TlepecoxJiO BO pTy OT 
narrator ropasuero BeTpa. 


Character's Heyxeu aTO BUuepa BeugpoOM OH TMA y Bepec— 
IIM TOBHX wah c BapeHbeM? 


7 Tertz, On Socialist Realism, 83-84. 


2k. Vorob'ev, "Vysota," Novyj mir, 11 (November 1951), 44. 
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Or, another example: 


Direct 
speech 

of a 
character 


3rd person 
narrator's 
description 


Character's 
IIM 


3rd person 
narrator's 
description 
of character's 
actions, 
thoughts, and 
feelings 


- IIpomad Prge-TO MapeHb - HM CJIyxy, HM 
“yxy, - He ZORMgZancb’ OTBeTa, MporoBopua Te- 
peHTUM M BApyr o67an ropxumm pzWxKaHMeM ee IN- 
oO. - UTO 6 TaM HUA CAyuNOCb, MH 3aBCergza 
pomHHe Te6e, CANIIb?.. PabdoTak 3Hah wu B py- 
Kax ce6q gepmu!.. 


TOAKHYB HOrOM KaMTKY, OH WarkHys BO ABODP. 
[pyHA Wa 3&8 HAM, KeK CBASAHHAA. 


Heyrewtu OHM ZoragHBawntca? Het, HeT, moka 
XBATUT CU, HAagZO MOnuaTD! 


PpyHA fZOArO He MOPMaA YCMOKOMTbCA MU, TOAb- 
KO KOrga BCe B AOME B3aCHYIM, OTKPHIA PraseTry. 

Ha yaKoe 3aBHBasia Boora, KM TpyHA, OTpHBa- 
ACb OT MeecTAWMXx cTpaHvun, AyMasa oOo mmeuune: 
He OFOJMI OH ee BeTep, He NOAOMaA OH XPyMKMe 
BCXOZH... [IJOTOM CHOBa uNuTerta. Bow wam nor 
CTaJMHTpagoM. CTAaHOBMIOCb CTpamHO, uTO, MO- 
meT OHTb, B STY MMHYTY KTO-TO ema Ha CHery, 
o6MBaA ero cBoek KpoBbhH. A uyogusoc’ I'pyHe - 
Tak xoTexAoO cepgzlte, - uTO PogzMOH Tome Tam, B 
CAaMOM OMaCHOM MecTe, RETUE B TIpomMep3i0M OKOTe 
U cTpeJsAeT, CTPeCJAeCT... 


In both examples there is no difference between IIM and the 


expression of characters' thoughts, except punctuation. In the first 


example, Tokmakov's IIM, which follows his thoughts, could be easily 


included in his thoughts without any change in meaning. In the second 


example Grunja's IIM at the end of the first paragraph could easily be 


presented as her thoughts by the use of inverted comas with no change 


in meaning. In socialist realism style IIM was reduced to another way 


of expressing characters' thoughts. 


le, Mal'cev, "Ot vsego serdca," Oktjabr', 8 (August 1948), 79. 
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2. Socialist Realism After 1953 


2.1 After Stalin's death the general trend of development in Soviet 
literature was a gradual move away from the classicist, rigid stylistic 
features of the 1946-1953 period toward semi-realist ones, 
G. Gibian in his study of the first steps of this development 

characterized the changes as follows: 

The innovations made by some of the Soviet Russian writers 

in the years 1954-1957 were limited to themes and attitudes 

toward their subjects. They made little attempt to escape 

the confines of socialist realism in style or manner. Most 

of the dissident authors wrote with the same reverence for 

fact, for the caearhy simply, conventionally presented 

scene and character. 

From a purely literary point of view, many of the works 

differ little from the conventional Soviet productions, 

which by their manner can hardly be distinguished from the 

second-rate realistic writing of the 19th century. 
Lee After 1953 the main gist of the symbolic meaning remained 
basically the same, but it was expanded and modified to varying degrees. 
The general idea was still the affirmation and presentation of the 
triumphant march of tne Soviet Union towards Communism, but some works 
now began to deal with various defects, shortcomings, mistakes, and 
human and socio-economic problems which hindered this march, 


In some works the emphasis was very strongly on the progress 


of the Soviet people, and the negative aspects were clearly shown as 


1g, Gibian, Interval of Freedom. Soviet Literature during the 


Thaw, 1954-1957 (Minneapolis: The University of Minnesota Press, 
1960), 159. 


2Ibid., vii. See also G. Gibian, "Soviet Literature during the 
Thaw,"' M. Hayward and L. Labedz, ed. Literature and Revolution in 


Soviet Russia, 1917-1962 (London: Oxford University Press, 1963), 


125-149. 
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temporary, incidental, and easily overcome. This attitude was often 
found particularly in the works of the socialist realist writers who 
continued to write after i953.! 

There were, however, a number of works which focused on the 
shortcomings, problems, and the negative aspects of Soviet society. 
These works often dealt with a lack of sincerity and openness in Soviet 
life, with the tin eta bureaucrats and tyrants in all walks of life, 
with the individual hardships experienced by ordinary people, with the 
problems of marriage, love and family and with the portrayal of some 
Megative aspects of Soviet life and negative characters. Some works 
even dealt exclusively with various human and social problems, without 
obligatory references to the triumphant march toward Communism. 

Ju. Kazakov's works, for example, deal with ordinary people and 
their emotional problems and experiences. He shows the private life 
of individuals, and the themes of socialist construction and work are 
conspicuously absent in his works. This in itself was new. For example, 
the symbolic meaning of Ju. Kazakov's short story "Otscepenec" (1959; 
later renamed ''Trali-vali") is the isolation of a talented misfit in 
Soviet society and "Nekrasivaja'" is the story of a plain girl capable of 


great feelings and sensitivity. 


lsee, for example, V. Kocetov, Brat' ja Ersovy (Moscow: Goslitizdat, 
1962) or Sekretar' obkoma (Moscow: XudoZestvennaja literatura, 1975). 
Brat'ja Ersovy was written in 1956-57, and Sekretar' obkoma in 1959-61. 
Also G, Nikolaeva, "Povest' o direktore MIS i glavnom agronome,'' Znamja, 
9 (September 1954), 9-62. A. Rybakov, ''Ekaterina Voronina," Novyj mir, 
1 (January 1955), 3-66; 2 (February 1955), 13-103; 3 (March 1955), 39-94; 


4 (April 1955), 120-150. 


25u, Kazakov, "OtScepenec," Oktjabr', 7 {July 1959), 111-118; 
Ju. Kazakov, "Nekrasivaja," Rasskazy (Letchworth, Hertfordshire: Bradda 
Books Ltd., 1968), 50-62. 
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The symbolic meaning of A. Jasin's "Rycagi" is the existence of 
a gulf between the high party officials and their local representatives 
in kolxoz. The latter feel themselves to be only "levers" ee che party 
who are not consulted or trusted in the decision making. Only after 
the party meeting do they feel like people again and express their 
own opinions.* 

The symbolic meaning of V. Dudincev's Ne xlebom edinym is the 
mature of the true socialist morality and the freedom of the creative 
process. The main character, the inventor Lopaxin, fights the Soviet 
bureaucrats for the future of his invention, The novel expressed strong 
criticism of the Soviet bureaucracy and of the new class of Soviet 


ey, 2 
mescane, 


2.3 The main characters in the works of the immediate post-Stalin 
years no longer exhibited such total uniformity as those in the works 
of the socialist realism style of 1945-1953. 

The conceptual grouping of these characters often still contained 
such traditional conceptual elements as a devotion to the Communist 
cause, zealous and self-sacrificing work, moral integrity, high ideals, 
etc. However, in a number of characters these elements were combined 
with such new conceptual elements as critical thinking, independence of 
thought, human weaknesses, negative traits, etc. lLopaxin in V. Dudincev's 


Ne xlebom edinym, Berezkov in A. Bek's Zizn' BereZkova, Tatiana in V. 


ome Jasin, "Rycagi,"' Literaturnaja Moskva, 2 (1956), 502-513. 


2y. Dudincev, "Ne xlebom edinym," Novyj mir, 8 (August 1956), 
31-118; 9 (September 1956), 37-118; 10 (October 1956), 21-98. 
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Kaverin's Poiski i nade zdy are examples of this éypers 

There also began to appear the main characters who had none of 
the typical conceptual elements of socialist realism in their grouping; 
neither were they the negative characters of villains. Ordinary people 
with their concerns and problems began to appear as the main characters. 

For example, V. Nekrasov's V rodnom gorode seems to possess one 
of the typical patterns of a socialist realism style: an officer returns 
from war to his ruined home town. However, unlike the typical main 
character of a socialist realism novel, he has a hard time adapting 
himself to civilian life, his wife has left him, his health is poor, 
and life after the war is very hard economically and enctionally.- 
One only has to compare V_ rodnom gorode with S. Babaevskij's Kavaler 
Zolotoj Zvezdy, or G. Nikolaeva's Zatva, or P, Pavlenko's Scast'e, which 
all begin with the return of the main character from war, to see the 
general changes in the main characters. Nekrasov's main character is no 
super man; he does not perform miracles of reconstruction and improve- 
ment, he does not take charge of the situation, but behaves like an 
ordinary man. 

Narrative Mode 2 with its factual, descriptive, and omniscient 
3rd person narrator still remained the main choice in the majority of 


works. There was no experimentation with narrative structure and modes 


in the immediate post-Stalin years. 


ly, Dudincev, Ne xlebom edinym, see footnote 3 on page 70. A. 
Bek, "Zizn' BereZkova,"' Novyj mir, 1 (January 1956), 115-145; 2 (February 


1956), 96-156; 3 (March 1956), 140-176; 4 (April 1956), 70-170; 5 (May 
1956), 102-182. V. Kaverin, "Poiski i nadezdy," Literaturnaja Moskva, Il, 
(1956), 42-291. 


2y. Nekrasov, "V rodnom gorode," Novyj mir, 10 (October 1954), 
3-65, and 11 (November 1954), 97-178. 
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2.4 It was in the mid-1950s that Soviet literature ceased to be a 
homogeneous, monolithic mass of predictable stereotypes. A number of 
new Literary phenomena appeared at that time and developed in the late 
1950s and in the 1960s. This was a most interesting time of new develop- 


ment and experimentation. Molodaja malaja proza was one of these new 


literary phenomena, 
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CHAPTER III 
THE STYLE OF GORODSKAJA MOLODAJA MALAJA PROZA 
1. Introduction 


Liles Molodaja malaja proza, as has been pointed out in the Intro- 
duction to this dissertation, is a term which refers to the short 
stories and povesti written between 1955-1969 by the young writers in 
the Soviet Union. Two distinct literary phenomena may be distinguished 
within molodaja malaja proza: gorodskaja molodaja malaja proza, which 
began in 1955 and continued well into the 1960s, and _derevenskaja 
molodaja malaja proza, which appeared some 8-10 years later, in the mid- 
1960s, and continued until the end of the 1960s. 

In this chapter the stylistic features of gorodskaja molodaja 
malaja proza as manifested in the genre, symbolic meaning, main 
characters, and the narrative modes are analyzed. Since the size of 
this dissertation imposes limits on the range of the analysis, the focus 


here is mainly on some of the most dominant features which exhibit the 


style most clearly. 
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2. Genres 


2.1 One of the major observations about the style of gorodskaja 
molodaja malaja proza made by the critics and scholars is that it 
developed in opposition and challenge to certain features of the preced- 
ing socialist realism style. 

The most immediately obvious manifestation of this opposition 
is the length of the works of gorodskaja molodaja malaja proza. Indeed, 
as the term itself indicates, molodaja proza of the second half of the 


1950s and of the 1960s was predominantly malaja: short stories and 


povesti. 


Jed Gorodskaja molodaja malaja proza began with the appearance of 
what was called, at the time, molodeznye povesti, which were also called 
junoSeskie,+ ispovedal'nye,“ or avtobiograficeski .> All these terms 
indicate the distinctive features of these povesti, which were immedi- 
ately noticed by the Soviet critics: 1) these povesti dealt with the 
problems of the urban young people who had just finished their secondary 
or tertiary education and were beginning their working lives, often away 


from their native cities hence--molodeznye or junoseskie; 2) these 


1s, Rassadin, "0 nastojascem i poxozem," Junost', 4 (April 1962), 
70. 


2F, Kuznecov, "'K zrelosti. Konec cetvertogo pokolenija," | 
Junost', 11 (November 1966), 84; F. Kuznecov, "K zrelosti. Sopricastnost' 
Zizni," Junost', 5 (May 1967), 83; A. Lanscikov, "Ot literaturnyx 
fikcij k literature dejstvitel'nosti,'' Moskva, 3,(March 1969), 206; 
A, Lanscikov, "Ispovedal'naja proza i ee geroj," Zit' strastjami i 
idejami vremeni (Moscow: Molodaja gvardija, (1970), 74-112. 


3F, Kuznecov, "Molodoj pisatel' i Zizn'," Junost', 5 (May 1963), 
75. 
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povesti were often written either entirely or partially in the form of 

a lst person confessional narrative by a city youth, hence--ispovedal'nye; 
3) these povesti, as Soviet critics claimed, were based on the experiences 
of the young writers themselves, hence--avtobiograficeskie. 

Many of these mo lode znye povesti appeared in the pages of a new 
monthly literary journal with the significant title Junost' (first issue 
in June 1955), which became the starting point for a number of the 
young writers. 

Some writers purposely included genre designations and descriptions 
in the titles of their works. For example, A. Gladilin's first work, 
usually referred to as povest’, has the following title: ''Xronika 
vremen Viktora Podgurskogo, sostavlennaja iz dnevnikov, letopisej, 
istoriceskix sobytij i vospominanij sovremennikov.'"' The very length 
and old-fashioned composition of this title was quite unusual in 1956; 
the work itself was fairly short: 132 pages. A Kuznecov's povest' 
"Prodolzenie legendy" is subtitled "Zapiski molodogo teloveka"; V. 
Banykin's povest' "Andrej Snezkov ucitsja zit’ is subtitled "Dnevnik 
junosi." 

Such titles and subtitles indicate the genre and claim authen- 
ticity and immediacy of the content, Xronmika, zapiski, dnevnik, pis'ma, 
etc., were designations used quite frequently. 

Even the accustomed criterion of length, typical of the lengthy 


socialist realism novels, was changing. V. Aksenov's Zvezdnyj bilet, 


1. Gladilin, Xronika vremen Viktora Podgurskogo (Moscow: 
Sovetskij pisatel', 1958); A. Kuznecov, Prodolzenie legendy | (Moscow: 
Gosizdat detskoj literatury, "1959); V. Banykin, "Andrej Snezkov ucitsja 
zit',"’ Neva 5 (May 1959), 16-67. 
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for example, is subtitled roman, but it is no longer than his povest' 
"Kollegi": Zvezdnyj bilet occupies 68 pages of Junost', while'Kollegi" 
--64 pages. There are no structural or narrative features, ee features 
pertaining to the symbolic meaning or operations which distinguish 


2 
Zvezdnyj bilet as a novel and "Kollegi"' as a povest'. 


2.3 This genre shift from the criterion of lengthiness, typical of 
the socialist realism novels (the average length of the socialist 
realism works listed in the bibliography for Chapter II is about 500 
pages), to short stories and povesti was combined with some experi- 
mentation with the genres. 

Some of the genre designations mentioned in the preceding section 
indicate one of the directions of this experimentation: orientation 
towards the Cent ae which were not used within the socialist realism 


style. Xronika, dnevnik, zapiski, pis'ma all suggest personal, private, 


Ay Aksenov, '"Zvezdnyj bilet,'' Junost', 6 (June 1961), 3-34, and 
7 (July 1961), 33-66; V. Aksenov, ''Kollegi,"' Junost', 6 (June 1960), 
3-45, and 7 (July 1960), 54-80. 


2Some Soviet critics consider Zvezdnyj bilet a typical molodeznaja 
povest. V. Kovskij, for examples writes that probi ema cika i tematika 
"gorodskoj molodeznoj prozy' byla nesovmestima s bol' 80} epiceskoj formoj, 
i vrjad li kto-nibud, krome avtorov, sposoben poscitat' Zvezdnyi bilet 
ili Istoriju odnoj kompanii romanami.'' Istorija odnoj kompanii is A. 
Gladilin's novel, which is also considered as part of molodaja malaja 
proza, See V. Gavekiy, et a stip’. Zanrovo-stilevye iskanija 


sovremennoj sovetskoj pro (Moscow: Nauka, 1971), 287. 


3 Some young writers expressed their awareness and interest in 
this genre change and experimentation, as shown, for example, by the 
discussion in Voprosy literatury. A. Bitov, for example, said in the 
course of the discussion that the most interesting modern stories of the 
1960s, in his opinion, appear to be "na styke zanrov, na granice perexoda 
iz Zanra v zanr ... .'' See "Rasskaz segodnja," Voprosy literatury, 

7 (June 1969), 55-93. A Bitov's statements are in 'Granicy Zanra," 


72-76. 
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semi-intimate genres, and some of the features of these genres figure 


prominantly in the povesti and short stories of gorodskaja molodaja 


malaja proza. 


This shift to more personal and intimate genres also manifested 
itself in the division of the works into small, usually entitled sections, 
and a fragmented narrative text. V. Britanisskij's povest' "Mestnost' 
proslogo goda,'' for example, is divided into 141 numbered sections, some 
of which consist of only one line or only one paragraph. This povest' 
is ordered as a chain of recollections of one of the main characters 
about his friend who died in an accident. At one point the lst person 
character, who narrates the povest', says: "Eto budet daze ne rasskaz. 
Prosto ja xotel by vernut' prosloe leto." 

Or, another example, A. Gladilin's povest' "Pervyj den’ novogo 
goda"' is divided into twelve chapters, each entitled with the name of a 
character who narrates the Sanger 4 Gladilin is particularly notable 
for his experiments with the text; a typical example of this fragmented 
narrative is Istorija odnoj kompanii, which is called by the author 
roman but is consistently and perhaps justifiably treated by the critics 
as molodezna ja poveer! The texts of Gladilin's povesti are ordered as 
complex patchworks of lst person narratives by the main characters, 3rd 


person narratives by the narrator, narrative intrusions by the narrator 


ly, Britanisskij, Mestnost' proslogo goda {Moscow: Sovetskij 
pisatel', 1969), 7. The povest' was written in 1963. 


2a. Gladilin, "Pervyj den' novogo goda," Junost', 2 (February 
1963), 31-57. 


3a, Gladilin, "Istorija odnoj kompanii," Junost', 9 (September 
1965), 3-28, and 10 (October 1965), 8-41. See footnote 2 on page 76 of 
this chapter. 
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in the first person, various "ot avtora," "ob"jasnitel'naja zapiska 
avtora," "prime¢anija avtora," and "quotes" from newspapers, letters, 
tape-recordings, etc. | 

The titles of the sections into which many works of gorodskaja 
molodaja malaja proza were divided were usually intriguing, provocative, 
and humorous. A Gladilin's '"Xronika vremen Viktora Podgurskogo" has 
such titles of the chapters as "Kom objazano Celovecestvo?," "PizZon 
cert Ratnovskij," "Raspiska krov' ju," "Sto znatit Zizn'," "Lampocka ne 
zagoraetsja," "'Lampocka zagoraetsja,'' 'Kogda rugajutsja dvorniki," and 
so San Similar examples may be found in many other works. 

Many of these titles were reinforcing the orientation towards 
personal, semi-intimate genres. A. Kuznecov's "Prodolzenie legendy," 
which is subtitled "Zapiski molodogo Celoveka,'' is divided into "Pervaja 
tetrad'," "Vtoraja tetrad','' etc. Each tetrad’ in its turn, is divided 
into small sections with humorous titles, such as "Cto slasce xren ili . 
red'ka?,"" "Pocem funt lixa?," "O lebedjax, o klopax i esce koe o Cem," 
3 Sue 

E. Kristof in "Maj, mesjac pered ekzamenami" has the following 


titles of chapters. 


Tapa mepBavA, HammMcaHHag Konew MezBeneBHM, KOTO- 
pik yuntca B NepBomaNcKow cpeqHek wkome HoMep Ba 
MB OTOM TOZY OKAHUNBACT ee. 


1a, Gladilin, Ve¢naja komandirovka (Moscow: Sovetskij pisatel', 
1962); A. Gladilin, Xronika vremen Viktora Podgurskogo. 


2a, Gladilin, Xronika vremen Viktora Podgurskogo. 


3A, Kuznecov, Prodolzenie legend - For the study of humour in 
molodaja malaja proza see M. €udakova, A. Cudakov, "Sovremennaja povest' 
i jumor," Novyj mir, 7 (June 1967), 222-232. 
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Some of these works, when published, also exhibited a variety 
of typographical devices to draw attention to the text. Typical examples 
are Gladilin's use of italics for some of the narrator's comments, or 
heavy-print titles of small chapters inserted into the uninterrupted 


text on the side of the page in some of A. Bitov's works.” 


Ze In derevenskaja molodaja malaja proza, as will be discussed in 


Chapter IV, section 2, the works of one writer often formed a cycle, 
Although there was no similar development in gorodskaja molodaja malaja 
proza, in the works of some writers there were numerous "cross-references" 
and echoes to other works, suggesting the beginnings of the tendency 
towards cyclization in molodaja malaja proza as a whole, 

For example, the main character of V. Aksenov's short story 
"RyZij s togo dvora" is already mentioned in Aksenov's earlier povest' 
"Kollegi,'' where the main character Aleksej Maximov remembers his 
childhood friend Ret Anotner main character of "Kollegi," Sasa 


Zelenin, is a minor character in the short story "Sjurprizy,'' where he 


4 
has already become a surgeon and is married to Inna. The main characters 


lk, Kristof, "Maj, mesjac pered ekzamenami," Junost!, 5 (May 1967), 
9-48. 


2A. Gladilin, "Istorija odnoj kompanii," Junost', 9 (September 


1965), 3-28, and 10 (October 1965), 8-41; A. Bitov, Dac Daénaja mestnost' 
(Moscow: Sovecsna ja Rossija, 1967). 


3y, Aksenov, "Kollegi," Zal', tto vas ne bylo s nami (Moscow: 
Sovetskij pisatel', 1969), 31. 


4y. Aksenov, "Sjurprizy,'' Katapul'ta (Moscow: Sovetskij pisatel', 
1964), 55, 59. 
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of "Asfal'tovye dorogi,'' Gleb Pomorin and Gerka, are also mentioned ir 
"Sjurprizy": Gerka is in prison, and Gleb is working, studying, and 
is married to Tanja from the same "Asfal'tovye eae niciecs 
Maximov and Vlad‘ka Karpov from "Kollegi'' are mentioned in "Asfal'tovye 
dorogi" as doctors on ee The same house in Kazan' is described in 
"Na plostadi i za rekoj" and in "RyZij s togo seoceluse the same ideas 
on Hitler's execution are described in "Na ploscadi i za rekoj" and in 
"Zavtraki 43-ego goda,"' 

Andrej Bitov's latest collection Obraz zizni indicates that his 
1962 short story "Dver'" and his povest' "Sad"! are in fact meant to be 
parts of the same work. In Obraz zizni “Dver'" appears as a prologue to 
"Sad." In a later short story "Obraz" he again returns to the same 
Hera,” 

These factors create an impression, if not of a cycle, at least 
of a series of works about the same generation, the same young people 
who all knew each other, grew up together, studied at the same time, 


and had similar developments and experiences. 


Ly. Aksenov, "Sjurprizy,'' Katapul'ta (Moscow: Sovetskij pisatel' 
1964), 52-54, 59. 


2y, Aksenov, "Asfal'tovye dorogi,"' Junost', 7 (June 1959), 60. 


3v. Aksenov, ''Na ploscadi i za rekoj,"' Zal', cto vas ne bylo s 
nami, 342; V. Aksenov, "Ryzij s togo dvora," Ibid., 325. 


Ay, Aksenov, "Na ploscadi i za rekoj," Zale. cto vas ne bylo s 
nami, 343; V. Aksenov, ''Zavtraki 43-ego god4,'' Na polputi k lune 
(Moscow: Sovetskaja Rossija, 1966), 34. 


5A, Bitov, "Dver'," Molodoj Leningrad, 1962, 239-247; A, Bitov, 
Obraz zizni (Moscow: Molodaja gvardija, 1972). 


6,4. Bitov, "Obraz," Zvezda, 12 (December 1973), 135-151. 
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2.6 All these devices indicate the direction towards freedom from 
rigid conceptions of a genre, of what a literary text should be and 
how it should look on a printed page, of the accepted norms of genres, 
chapters, sections, etc. These devices are of course closely inter- 
related with the new symbolic meaning, new main characters, and types 
of narrative modes, which will be discussed in the following sections 


of this chapter. 


foe Some contemporary Soviet critics interpreted this genre shift 
and experimentation as indications of a struggle against "vjalaja 
opisatel'nost'," against "infljacija seryx, vjalyx slov'' of the 
immediately preceding period in litererarel: To them it was an indi- 
cation of a new trend in Soviet literature towards a laconic means of 
expression, towards democratization and liberation of literature. One 


critic wrote: 


PacupeT paccka3a nouTm Bcerga 6HA MpvsHakoM ZeMO- 
KpaTU38alUn AMTepaTYpPH, Ce ORMBUBMeETOcK MHTepeca K 
EUSHM UM OHTY Hapogsza. ...PacnreT paccka3a cekuac 
ucTopuueckw Hen3s6eRxeH. AyXOBHAaA aTMOChHepa KyJbTa 
AUUHOCTU HE ONAPOMPMATCTBOBaANA paccKa3y - Tak wac- 
TO MpOHMAUECKOMY, HACMelIMBOMY, IpycTHOMy, “wacT- 
HOMy" Ha NepBHK BSrJAgZ, Kak OyoZTO OTpaHMueHHOMy, — 
U3MEHMBUAACA aTMOChHepa OOMeCTBEHHOK RU3HK WMTAeT 


STOT KAHDp. 


Another critic, for example, examined various historical periods 


in world literature when the short genres were popular and connected 


1a, Borscagovskij, "Poiski molodoj prozy,'' Moskva, 12 (December 
1962), 203. 


2Ibid., 206. Similar views may also be found, for example, in 

S. Dmitriev, ''Koe-cto o rasskaze," NaS sovremennik, 2 (February 1965), 
ean 

103-107, or I. Grinberg, "Rasskazy i rasskazciki,'' Nas sovremennik, 10 


(October 1967), 103-112. 
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this popularity with the general spirit of liberation and progress in 
those periods,+ None of the critics, however, prove the connection 
scientifically and conclusively, and it remains on the level of an 
unverified hypothesis. 

This loosening of genre boundaries is perhaps the reason why in 
the middle and late 1960s some Soviet critics tended to discuss Soviet 
prose of the period not in terms of genres, but according to the themes 
and their treatment, which allowed for cross-gemre studies, They 
discussed, for example, "liriceskaja, publicisticeskaja, ocerkovaja, 


memuarnaja, dokumental'naja, analiticeskaja ,ispovedal'naja gtoza)'* 


le. A. Subin, Sovremenny}j russkij rasskaz (Leningrad: Nauka, 
1974), 59. 


2See, for example, B. Bursov, "Vecernie dumy,"' Zvezda, 8 (August 
1968), 200. 


attinane> 94% ever ,terowes 


a 4 
~ 4 "ee it ‘ ‘ 
A s — &. A 4 < ‘ oO lahtds, re Mf & 
{ i fae 
\ i 
i 
4 i 
A} ‘ 
’ 
‘ d : oo : , + ns 
J ? Oe et es aN as y s re ‘ 
4 
t ' ae Ww ae | t fon if ey | be ee 
; 2 en aur u 
{ eae ae 
ie f : i 4" 
‘ od b p' te 
I 
, Hi Ts oh ee aS, 4 “ee 
eb i eee 
E , 
ert} ‘ 
Altona 3} 
f sy i ren 
ta L Mi 4 | 
ded aoehte pitas Twhevoged she 3 ae 
) whe 2th Be aoe ’ { a ‘ mreey 
Bia | i ithe air 
Ce aha Van 
ree aS 


83 


3. The Symbolic Meaning of the Works of the gorodskaja molodaja malaja 
proza 


3,1 The symbolic meaning of gorodskaja molodaja malaja proza consists 


of a plurality of meanings, all of which focus on the portrait of a 
generation: that young generation which was either already working, or, 
more typically, had just graduated from schools, imstitutes, or 
universities in the middle of the second half of the 1950s and in the 


1960s. 


4 There are some variations of emphasis within this general 
symbolic meaning. In some works, particularly in the early period, the 
emphasis was on the defense of this young generation against the 
criticism from the so-called fathers' generation, i.e. a variant of the 
"fathers and sons'' meaning. In these works the symbolic meaning was 
that the young generation, although independent and different in a 
mumber of ways, is basically just as good as the generation of its 
fathers and grandfathers. 

For example, in such works as V. Aksenov's short story "Poltory 
vracebnyx edinicy," his povest' ''Kollegi'' and novel Zvezdnyj bilet, 
A. Gladilin's povest' 'Pervyj den’ novogo godo"” and S, Laskin's '"Bol' 
drugix,' the representatives of the fathers’ generation at first 


seriously question the worth and the values of the young generation. 


ly, Aksenov, "NaSa Vera Ivanovna,"' Junost', 7 (July 1959), 50-57. 
("Nasa Vera Ivanovna" appeared in all later collections of Aksenov's works 
under the title "Poltory vracebnyx edinicy,'" as in Katapul'ta.) S. Laskin, 
"Bol' drugix,'"' Junost', 7 (July 1965), 3-24, and 8 (August 1965), 36-59. 
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They feel that the young generation is not as hard-working, devoted, 
self-sacrificing, and high-minded as they themselves were. The old 
father in A. Gladilin's "Pervyj den' novogo goda" thinks about his son 


and the young generation: 


MH RUM KM paboTaAK B T&KUX KOUWUMAPDHHX YyCJOBMAX, KO- 
TOpHeE MM UM HE CHMJIMCb. MH NOCTpPOKAM OrTpoOMHOe ro- 
cygapeTBo. ToctTpovsn weHOw OrpOMHHX xepTB. Ho 
MH pazoBasncb ycnexamM Halek cTpaHH. ...YBIeueHMe 
KBakanlen, UCMhXOMaTMUeCKONY MY3HKON, cymMacmesgmen 
MRUBOMMCbH, 3aMaQHHMU GUIbMeMM, KHMPAMM, MOZAMU 
OXBaTMIO UacTb Halex MONO0ZeRK. He 3ameuaTb OTY 
6o0se3Hb, .«... - WpecTynsenve. SHAUMT, HAO HAaLTHK 
ee TIPMUAHH. B KOHIIG KOHIOB, AeJIO HE B My3HKe KM B 
omexze. Hy, wept c HMMM, ycKeh xogaT B uem xorarT! 
Camoe cTpaHHOe - STO yxoZ,OT O6MeCTBEHHOK *RU3HM B 
CBOM JMUHHM,MeEIKUK MUPOK. 


The works of gorodskaja molodaja malaja proza were defending 


the young generation, showing it to be capable of becoming just as 
hard-working, self-sacrificing, and high-minded but in its own in- 
dependent way. The analysis of the main characters in section 4 of 


this chapter provides examples for this point. 


Sed In other works, and particularly of the later period, the 
emphasis in the symbolic meaning was more on the presentation of the 
specific problems, which these urban young people encountered in their 
first steps into adult life, on their progress in coping with these 
problems, and on the inner development of the young people. 

For example, in such works as A. Kuznecov's povest' 
"Prodolzenie legendy," A. Bitov's povesti "Odna strana" and ''Takoe dolgoe 


detstvo" and A, Gladilin's povesti ''Xronika vremen Viktora Podgurskogo" 


la, Gladilin, "Pervyj den’ novogo goda," Junost', 2 (February 
1963), 46. 
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and ''Brigantina podnimaet parusa,'' the young people are shown in their 
first attempts to lead an adult working lite. The Moscow school 

graduate Tolja in Kuznecov's "Prodolzenie legendy" is upset, resentful, 
and totally unprepared and afraid of the future. Because he has no 
chance to pass the university entrance examinations, he goes on to one 

of the new construction sites in Siberia where hard work, new experiences, 
and adult life quickly mature him. 

In the course of the 1960s the initial emphasis on the defence 
of the young generation and on the problems this generation encountered 
after leaving the confined security of the schools and universities 
gradually gave way to a new emphasis in the portrait of the young 
generation: an emphasis on growing -up pains, on the slow progress 
toward maturity, oii the search for values, and on the examination of 
the ways in which these young people feel and think, 

This shift of emphasis is noticeable, for example, in.such works 
as V. Aksenov's short stories 'Pobeda," "RyZij s togo dvora" and "Zal', 
€to vas ne bylo s nami," A. Bitov's short stories 'Penelopa," "Dver'," 
and povesti "Dacnaja mestnost'" and "Sad," and V. Tublin's povest' 


2 
"Tugaja tetiva."' The works of this type concentrate almost entirely on 


1a. Bitov, 'Odna strana,'' Molodoj Leningrad, 1961, 5-68; A. 
Bitov, ''Takoe pleas detstvo,"' Junost', 1l (November 1964), 7-48; A. 


Gladilin, Brigantina podnimaet parusa (Moscow: Sovetskij Se 1959). 


2y. Aksenov, "'Pobeda," Junost', 6 (June 1965), 28-30; Ryzij 8 
togo dvora,'' Literaturnaja Rossija, 20, August 1966, 12-14, "Zal', éto 
vas ne bylo s nami," Moskva, 6 (June 1965), 97-115. A. Bitov, "Penelopa," 
Molodoj Leningrad, 1965, 130-141; "Zizn' v vetrenjuju pogodu (Dacnaja 
mestnost')'', Dacnaja mestnost' pees Sovetskaja Rossija, 1967), 189- 
222; "Dver','' Molodoj Leningrad, 1962, 239-247; "Sad,"' Zvezda, 11 
(November 1966), 8-64. 
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the personal and emotional developments, problems, and spiritual AneHEA 
of the young people. In direct contrast to the works of socialist 
realism style and to the earlier gorodskaja molodaja malaja proza, in 
these works there are no conceptual elements concerning one's duty to 
society or one's devotion to a country, profession, or ideology. Asa 
result, the worksbecome less homogeneous. 

This was the culmination and the end of the direction in which 
gorodskaja molodaja malaja proza had been developing. No further 
development took place for reasons which were most probably extra- 
literary. Most of the writers have not published anything significant 


l 
after 1970. 


3.4 Two trends are present in the expression of this symbolic 
meaning in the works of gorodskaja molodaja malaja proza., The earlier 
one leaned toward a relatively realist presentation of the young 
generation witn its hopes and problems; significant statements were 
usually explicitly presented in the form of lengthy monologues and 
dialogues by the main characters. The later trend leaned toward a 
partial symbolization of certain aspects of the narrative, toward the 
understatement or the exaggeration of certain conceptual groupings, in 
order to express the symbolic meaning indirectly and more powerfully. 
This later trend stands in contrast to the explicit, almost publicistic 
expression of the symbolic meaning in the works of socialist realism, 
In the works typical of this later trend certain conceptual 


elements are presented on the level of the text structure symbolically, 


lsee the bibliography for the Chapter III. 
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through the association with some objects or things which seem external 
to the conceptual grouping in question, For example, in Aksenov's 
Zvezdnyj bilet the section of the sky seen from Viktor's ato is 
visualized first by Viktor and then independently by Dimka as the 
"zvezdnyj bilet''--the ticket to the oe > hy This romantic vision 
symbolizes the things which unite Viktor and Dimka in spite of their 
differences: their yearning for the unknown, their pledge to seek, to 
reach out, to question, to dare to follow this romantic wieionte 

In V. Aksenov's short story "Na polputi k lune’ the moon 
symbolizes all the good, ideal things for which the soul of the main 
character Kirpicenko blindly gropes: when he meets Tanja, he sees her 
as being from the moon and as far from him as the moon, > 

Symbolic exaggeration is also present in some of Aksenov's works. 
In "Na polputi k lune,'' for example, it seems hardly credible that 
Kirpicenko, in his search for Tanja, never inquired about her at the 
airport but kept flying back and forth between Moscow and Xabarovsk, 
the distance half way to the moon, The same kind of exaggeration occurs 
in "Tovaris¢ Krasivyj Furazkin," where Djadja Mitja manages in the course 
of one month to marry his various relatives from the distant places in 


Russia to all the members of the local militia. 


lv, Aksenov, Zvezdnyj bilet (Akademsk Boghandel, Aarhus, 1970), 
ll, 66. 


27vezdny j bilet gave rise to the short-lived term in contemporary 
criticism; ''zvezdnye mal'ciki," which is explained as "tip molodogo 
geroja, stradajuscego infantilizmom." G, Browman, ''Molodoj geroj, ego 
duxovnyj oblik,'' Moskva, 2 (February 1965), 207; see also F. Kuznecov, 
"WV mire boec ...,'' Jumost, 4 (April 1966), 85. 


3y, Aksenov, "Na polputi k lune," Novyj mir, 7 (July 1962), 86. 


4y. Aksenov, "Tovarisc Krasivyj Furazkin," Junost', 12 (December 
1964), 19-26. 
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This stylistic feature of exaggeration was even emphasized in 
the subtitles of Aksenov's later works: the short story "Pobeda" is 
subtitled 'Rasskaz s preuvelicenijami"; the povest' vi tovarenaye 
bockotara" is subtitled "Povest' s preuvelicenijami i snovidenijami." His 
short stories "RyZij s togo dvora" and "Zal', éto vas ne bylo s nami" 
could have easily used similar subtitles. In all these works a number 
of incredible, fantastic events take place in an otherwise very realistic 
setting. 

A similar symbolization of meaning occurs in some of A. Bitov's 


works; the most notable example is his short story "Penelopa." 
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4. The Main Characters of gorodskaja molodaja malaja proza 


4.1 The main characters in the works of gorodskaja molodaja malaja 


proza have a large number of common conceptual elements, as the follow- 


ing model of this conceptual grouping shows. 


AGE: - usually 17-25, occasionally late 20s 
SEX; - usually male 

BACKGROUND: - usually urban intelligentsia 
EDUCATION: - school or university, occasionally an 


artist or a skilled worker 


EXPERIENCE: - none or very little 
PARTY: - none or occasionally a komsomol member 


PERSONALITY: - strongly aware of his age as being on 
the verge of adulthood 

- aware of belonging to a new and somewhat 
different generation 

- independent in thoughts and actions 

- questioning and critical outlook 

- romantic attitude to life, combined with 
and often masked by irony 

- hard-working, usually devoted to duty 
and profession 

- honest, kind, high-principled 

- in earlier works--devotion to the Commu- 
nist cause 

- in later works--concern with human values 
and with himself as an individual 


The rest of this section on the main characters is devoted to 


an analysis of these conceptual elements which compromise the totality 


of the main characters of gorodskaja molodaja ma laja proza. 


4.2 A comparison of this model with the model of the main characters 
; 1 
in the works of socialist realism style shows that many conceptual 


elements clearly distinguish the two models, while very few, especially 


lsee Chapter II, section 1.6, page 63. 
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in the earlier works, relate the two. 

The distinguishing conceptual elements are the youth of the 
main.characters of gorodskaja molodaja malaja proza, their Teer of 
experience and their subsequent immaturity, their preoccupation with 
their own age and generation, their striving for independence in 
thoughts and actions, and their critical and often ironical outlook, 
combined with youthful romanticism, In contrast, the main characters 
in the works of socialist realism were much older, much more experienced 
and much more politically and ideologically committed. They knew no 
doubts, no independence, no irony, and they never voiced any criticism 
except against those who did not devote themselves fully to the building 
of the socialism. _ Everything was crystal clear to them. 

The few conceptual elements that relate the two are uprightness, 
moral integrity, capacity and willingness for hard work, devotion to 


one's profession, 


4.3 Youth and the awareness of one's young age and of approaching 


adulthood were some of the most dominant conceptual elements of this 
grouping. 

This preoccupation with one's age is particularly prominent 
in the main characters of Aksenov's works. For example, the 28-year- 


old Viktor Denisov in Zvezdnyj bilet is fully aware of the significance 


of his age: 


YUepe3 gBa roga MHe OyfeT 30. OTO BO3BpacT AKTMBHHX 
neuctpeunh. Tlocme 30 0 wenoBeKe ye MOryT CK@3aTb - 
HeywauHUK. TpugnvaThieTHKe MyKUMHH - PaBHaA cua 3eMIK, 
OHUY TeNCTBYWT BO BCeM MMpe, OCBaNBanT AHTAapKTUMLY u 
BepxHue COM aTMOCHepH, AOOMUBaOTCA AyUMUX pesyAb- 

TAaTOB BO BCeCM, KCHIMHH OUCHb JNMOAT TDUAUATUAeTHUX, 
COBpeMeHHHe (U3KKK K THPUAWATM ToOzaM CT@HOBATCA 
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TeHMAMM. HymRHO CnemMTb, UTOOH K TpKMAUAaTH rogzaM 
He OcTaTbCcaA 3a OopTom. 


The journalist Mixail ina short story "Sjurprizy" is painfully 
ALIS of the fact that on his return after 3 years work in the Siberian 
North: "Vremja proslo, prosla molodost' ..." Ome of his friends 
says to him: "Pora, starik, nam peremenitsja. Vse eto prekrasno, nasa 
junost', Prijatno vspomnit' prosSloe, no ved' nam uze 26 let. . Be 
and Mixail answers, more in connection with his own thoughts: 

TH chOpMyJMpOBadk TO, O YeEM A TMOCNefHeEe BpeMA Ay- 

Malo... BOT MMEHHO, BOSpacT TakKOK. A CAOBHO MOZ- 

xORy K KakOMy-TO Oapbepy. T[epemaxHellb ero - x 

BCce M3MCHUTCH KU CaM CTanellb APYIUKN. 

Similar examples may be found in Aksenov's short stories 
"Poltory vracebnyx edinicy," 'Katapul'ta," 'Peremena obraza Zizni,"' 
"Na polputi k lune," "Papa, sloZi!", and the povesti 'Kollegi" and 


"Apel'siny iz Marokko."> 


4.4 Youth and awareness of approaching adulthood are connected with 


another conceptual element, that of the awareness of belonging to a 


ly, Aksenov, Zvezdnyj bilet, 13. 


2y, Aksenov, "Sjurprizy,'' Katapul'ta, 51. 


3Ibid., 57. 
4Ibid., 58. 


Sy, Aksenov, "Nasa Vera Ivanovna" (Poltory vracebnyx edinicy), 
Junost', 7 (July 1959), 57. See footnote 1 on page 83 of this disser- 
tation. ‘''Katapul'ta,'' Nedelja, January 28-February 3, 1962, 10. 
"Peremena obraza zizni," polputi k lune (Moscow: Sovetskaja Rossija, 
1966), 77. "Na polputi k lune," Novyj mir, 7 (July 1962), 88. "Papa, 
slozi!," Novyj mir, 7 (July 1962), 100. ''Kollegi," Zal', éto vas ne 
bylo s nami (Moscow: Sovetskij pisatel', 1969), 5, 22. "Apel'siny 
iz Marokko," Junost', 1 (January 1963), 4, 25, 26. 
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new generation. Sasa Zelenin in Aksenov's povest' "Kollegi" thinks 


about himself and his friends: 


BpeMeHa MeCHAIOTCA, M MH MEHACMCH BMeCTe C HMMM. 
MH - HOKOJeHMe JNHOeEU, UDZyYWMX c OTKDPHTHMK PiasaMy . 
My CMOTDMM Boepegz, KM Hasan, wu ceO6e mog Horn. 


The young painter Feliks Alexin in Gladilin's povest' "Pervyj den 


novogo goda'' echoes Zelenin:; 


Ho nog cuioBamMaM “Hale mOoKONeHMe" Sf pa3syMeW AyManwmnx 
Jonen... Kak HaM EUTb Zaspue? Kak Ham MposommatTb 
eto OTIIOB, He MOETOPAA MX OMKMOOK?.. My HE XOTMM 
6OHTb TOMNOK - "Boe Kak OZUH", Oesronocoh hmurypok 
Ha WaXMaTHOKM focKe 6OjbMOK MNOAMTMKK. MH HE XOTMM 
6HTb M@JIEHDKMMM BUHTMKAMM. © 


Young Tolja in Kuznecov's povest' "Prodolzenie legendy" addresses the 
following thoughts to his former friend Viktor who turns out to be a 


selfish and greedy person: 


MH OyfeM Bac YHMYUTORaTb. Bce B MApe TOJbKO HaUnHa- 
etfca. Ham MHOrO elle MpeazcTOuKT B RU ZHM 6opb6n. Ha- 
we MOKOMeHKe TOJbKO BCTYMNeeT B Hee, 


These conceptual elements of youth approaching adulthood and of 
the consciousness of one's generation were particularly prominent in the 


works of the early stage of the development of this style. 


4.5 These young characters were usually shown at various important 
stages of their growth and development. Some of tnem were dissatisfied 
with themselves and their lives. A. Gladilin's povest' "Brigantina 


podnimaet parusa'"’ is even subtitled "Istorija odnogo neudacnika."" Others 


ly, Aksenov, ''Kollegi," ‘Zal' &to vas ne bylo s nami, 115. 


2a, Gladilin, "Pervyj den' novogo goda,"' Junost', 2 (February 
1963), 47-48. 


3a, Kuznecov, Prodolzenie legendy, 200. 
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were shown as too immature for their age, exhibiting various kinds of 
problems in their growing-up process; witness the title and the content 
of A.. Bitov's povest' "Takoe dolgoe detstvo." | 

This dynamic presentation of the main characters was in contrast 
to the wrks of socialist realism style of the post-war period, where 
the main characters were usually shown as fully formed personalities, 
which either remained static throughout a work or underwent some minor 
transitions from nearly perfect to the heights of perfection. 

In the works of gorodskaja molodaja malaja proza the young main 
characters were engaged in an independent search for a direction and 
purpose for their lives. This independence was often combined with a 
typically youthful challenge to the older generation and a critical 
attitude to the various aspects of life, particularly some manifestations 
of Stalinism. The older generation--parents, teachers, leaders of 
various kinds--occupy secondary and minor roles in these works. There 
is actually no conflict, no deep and cardinal difference of opinion 
between the two generations, no serious or conscious alienation. It is 
more a misunderstanding, caused by a natural desire of the young 
characters to be independent, which was perhaps strengthened by the 
revelations of 1956. 

For example, in Aksenov's Zvezdnyj bilet, the teenager Dimka 
challenges both his elder brother dnd his parents: he wants no ready- 


made decisions for himself. 


K uepty) AyMaellb, A MeUTANH MOUTH MO TBOMM cTOTam, 
TyMaellb, TBOA RU3Hb AJA MCHA Maeat? Beb TBOR 

RMSHb, BUKTOP, MpvazyMavHa manok vu MaMoxw, ele Korga 

TH Jexkal B KOJHO6eNM. OTAMUHUK B WKOJEC, OTIMUHUK B 
UHCTUTYTe, aCMMpaHT, MIAanNMh HAayUHHU COTpPyAHMk, 
KaHANUAaT, CTaplunh HayUHHK cOTpyZHMK, QOKTOp, akanzemMuk 
oe. Aetbue KTO Tam? BceMM yBaxaeMHK MOKONHUK? 

Beatb TH HUY pa3sy B KRM3SHK HE TIPMEAA MO-HacTOAMeMy 
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SOT tea, pelleHMa, HA pa3sy He Nomen Ha puck. K 
uepty! My eme He situ POMMTbCH, & 38 HAC yRe Ha- 
me Oyfymee pemeHo. AyaKu. Ayume 6yTb SpogzAaronm u 
TepneTb HeyfZaum, UYeM BCH RU3Hb OHTb M@JIbUMKOM, 
BHIIOIHANIMM UyENUe pelleHMA. 


In Aksenov's ''Kollegi"’ Maksimov argues with his idealistic friend SaSa: 


YX, KaK MHe 3T0 Hagoeso! Bea ata TpenNOAOrMA, Bce 
STM BHCOKMe caoBeca! Ux mpovusHocuT BesmMkKOe MHOKe- 
CTBO lIpekpacHHXx ULeaAMcTOB Bpogze Te6A, HO K THCAUM 
Mep3aBleB TOKe. HaBepHoOe M BepvaA NOAbsOBaIcA MMM, 
KOorga OOMAHHEAI MapTvio. Cexuac, Korgza HaM MHOTOe 
CTajlO ASBECTHO, OHK cTamw Muluypon. Japah o6o0k%nemca 
6e3 TpenoTHu. A moO cBOW cTpaHy, cBOM eTpon 

KA’ He 3afyMHBancb OTJaM 3& 3TO pyKy, HOTy, XU3Hb, 

HO A B OTBeTe TOJbKO Tepex cBoerK poem: & He 
mepea KAKUMU-TO CAOBeECHHMM MeTMUAMN. 


4.6 On the whole, it was a strongly romantic challenge to the 

routine and boredom of ordinary adult life, and to the practical advice 
3 

and admonitions of the older generation. Young Tolja in Kuznecov's 


"ProdolzZenie legendy,'' unable to get into a university, leaves for 


ly, Aksenov, Zvezdnyj bilet, 
2y. Aksenov, ''Kollegi,'' Zale, ¢to vas ne bylo s nami, 17. 


3Some Soviet critics claimed, without any substantiation, that 
some works of the gorodskaja molodaja malaja proza showed the influence 
of some European and American writers, particularly those who dealt with 
the themes of youth revolt against the adult world, A Gladilin, for 
example, was criticized for partially modelling his characters on the 
Holden Caulfield of J. Salinger's Catcher in the Rye: see G. Browman, 
"Grazdanstvennost' avtora i geroja,'' Moskva, 6 (June 1963), 200. The 
same criticism was directed at the main characters of V. Alsenov's 
Zvezdnyj bilet and "Apel! siny iz Marokko"': see L. Krjacko, "Poistine - 
pora;,'’ Moska, 9 (September 1964), 213- 214. Yet another critic claimed 
that the writers of the gorodskaja molodaja proza wanted to be Russian 
Salingers and were also influenced by Remarque, BU1l1l, Faulkner: bh A. 
Lanscikov, "Ot literaturnyx fikcij k literature dejstvitel' nosti, 


Moskva, 3.(March 1969), 207; Ark. El'jasevic, "NeruSimoe pero Ht 
Zvezda, 8 (August 1963), 185-202. 
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one of the Siberian construction sites, because he does not want to 
get a job manufacturing toys in Moscow, as his mother wants him to. 
He is afraid of the new life in Siberia, but he cannot accept his 


mother's advice of "budes' rabotat', kak vse ljudi."' 


Kak Bce JHZK? OTO 3HAUMT: MPMHOCMTb ZomOoK no- 
Jyuky, XOZUTb 10 cy660TaM B KUMHO, a M0 BOCcKpe- 
Ce€HbAM UrpaTb BO ABOpPe B FZOMUAHO UIM CTPOMTb 
KJe€TYHKY AJA MOpOCceHKa KM HAKOHEIL KECHMTbCA, M0 
BOSMORHOCTK Ha NOpTHuxe. B 6-OM KHJacce MH MeU- 
Ta2JKM O HAUbHUX MOPAX. ce 


His first contact with hard work and adult life on a construction site 


makes him bitterly challenge the value of a school education: 
rne xe,rge ke B3ATb yUCOHUK O RUSHK? He ycTas, 
He CBOZ 3AKOHOB, @ OOHKHOBCHHHM yYMHHM uM uecTHHY 
pa3sroBop, pa3sroBop NO Ayam, K&@K MpORUTbe RU3Hb 
TIO-HACTOAIICMY, K&K MpORMTb YeECTHO KM CMEJO? 

Ham foporow% DupeKTOp WKOJNH, Halk yBaxaemHe 
HacTAaBHUKK! BH cooOmMaM Haw MacCcy NOJe3HHX Be- 
wev, BH ZaJK HaM 3HAHMA, HO BH He CK&a3aJKM O WeM- 
TO C&MOM OOJbIIOM, @ HAKOPMUIUM Hac MycTOK, po3s0BoK 
CKa3koK, mereHZOoK, Ku NycTuvsK B cnet; "6yooTe Zo- 
CTOXHEMK", T.e. BHITTYTHBAaNTeCb CaM. 


These unprepared, immature youngsters were, however, rebellious, 
stubborn, and romantic; and the romantic references to far away seas 
and ships were quite frequent. For example, in A. Gladilin's povest' 
"Brigantina podnimaet parusa' (the title itself was a romantic image) 
the main character Vovka soon notices the sharp difference between life 
in the books and in the real world around him; he becomes disillusioned, 
distrusts most adults, is bored at school and in the pioneer organization, 


He is, however, like Tolja in "Prodolzenie legendy,' romantically 


la, Kuznecov, Prodolzenie legendy, 8. 
2Ibid., 8. 


3tbid., 40-41. 
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inclined: both dream of far-away seas, heroic deeds, and romantic 
professions. The image of brigantina constantly haunts and supports 
Vovka. As he leaves Moscow for a new construction site in Altaj, he is 


full of romantic hopes: 


Ala Maso aM DypakoB Ha cBeTe: Bedb RABYT xe BNA- 
TEpOM Ha MATM MeTpax, @ He XOTAT ye3RaTb M3 MocK- 
BH. A OH yexas. BmepegM HOBaR KUSHb. BpurantTu- 
H& MOZHMMaAeT TIapyca. Ilpomek, geTCTBO um WHOCTD! 


Vovka's favourite song, which is reflected in the title, goes in part 


as follows: 


Hazoelo POBOPMTb KM CNOPMTb 

KM sOOUTb ycTase raza. 

B @iv6ycTbepcKOM ZaJbHeEM CMHEM MODE 
BpvurenhT“uva NogHMMaeT Tapyca. 

IlbeM 3&8 APOCTHHX, 38 HeEMNOKOPHHX, 

3a lIpe3speBlux rpoweBonwK yur. 


BbeTca moO BeTpy BeceJHYK POTRE PC , 
JwnaK PAIMHTA PTUAMH MOPAM TIOWT. 


In V. Alekseev's malen'kaja povest' "Ljudi Flinta" the two main 
characters, high school students, who have run away from Moscow to work 
in a virgin lands project area in Kazaxstan during the summer, also see 
themselves as romantic "ljudi Flinta"’ from the same song. They see 
their old boss as having "Sto-to Enema ne uetekoaie and at first they 
idealize their leader Genka. Tneir feelings after a week's work as 
pieveyoceeail the virgin lands area are described by them at one stage 


as follows: 


1a, Gladilin, Brigantina podnimaet parusa (Moscow: Sovetskij 
pisatel', 1959), 17. 


2Ibid., 15. 
3ibid., 17. 


4yv. Alekseev, "Ljudi Flinta,' Junost', 2 (February 1965), 42. 


’ : Pr Thy ie ’ wer uit hi 
we ‘ %, ' ih ROA 
“t } oh A Lae 
gallop tea cabal » steam ait 
wcrcteoepepiete beh. ae us al elvan | 
4d et yhweba at odio ode asin ames one, o 
| | 4 oe ih BY 
mipectee. ioe. att Sonal estuie 

me eR Wa a ee grein i “e a Hibes 
= ee tual (el ant Ns RoR aon bas oe 
; ge tng ava ae” Aper agin4 a! » Wountgt 

(Ning eh ago. obsess 1 tbat! za a 

| waeeMt ors 
Oy on. ows up. aie , ru tok 
iw 1 ny DROP aes ony ayy | aun On 
gon dela g Mea 4 194 er es sash ‘nea gan 
ue Vane Jaa sam oy wns, 6 ane 
| tN Ry ‘ 
YRS) DOPED Ie ba Bd ware “oust 6 
om now w" Oe * vod ie argo 
spage eres ‘1 ious ee beste oil 
Pe ee 
i” " i Dims 1 4 ae +) < 
youd ; a 
I ; Hi vat ut Ns tty a i ek i be se 


e ee 7 _ uh ee it 


af 


CeMb QHeEw Tpemano Hally OpuraHTMHY B OTKDPHTOM MO- 
pe. PpemesuM Napyca, Tpellana nany6a, nv AyOoBHe 
OalkK JOMasMCb 6e33By4HO, Kak 6eN0-pos0Bag macTH- 
ja. VWUcue3sme rpaHnvua MexZy DZHEM KU HOUbW: MORHO 
OHIO CNaTb ZO NOAZHA, paoboTaTb mo nomuaca B CyT- 
KM KM BCH HOUb HallpOeT urpaTb B MOZKKMAZHOTO Aypa- 
ka. VM BOpyr, KOrga MH yTpaTMJK BCAKOe UYBCTBO 
pealbHOCTKA, y pyJA cyMacliezilero KOpabJA BCTaAI 
CIIOKOVHHK, HAaCMellIKBHKM, yBepeHHHK B ce6be wesJOBeK. 
M He CTapOpeRMMHHKM PAMHT, KPAaCHOPAa3sHhw KyMUDp as— 
KOrOJMKOB, @ CeCrOAHAMHMKH, HACTORUMM - CO cTatb- 
HHMM MYyYCKYJaMM Ku JIGHKBOK rpamwek KOBOOR... 


Young doctor GoSa, the main character of S. Laskin's "Bol' drugix,"' 
like SaSa Zelenin in V. Aksenov's 'Kollegi,'' wants to be in a place 
where he is most needed, where he will find the full expression of his 


youthful romanticism: 


HeyxeJM KOrga-HM6yob B HEM BOSHUKHET YCHOKOCHHOCTh, 
6e3pasiuuue K STOMy BeCeHHeMy WyMy? Heyxesm Korga- 
HYOyb eMyY HUWUErO HE BSaxOUeTCA UM OH YLOBIETBOPMTCA 

TOJbKO XOPOIMM OKJAZ0OM, KBEPTMpPON, 3acTaBJeEHHOM O6a- 
paxsom? Het, HeT, net! & 


4.7 Many of these young main characters, particularly in the earlier 
works, written approximately until 1965, often ask the same question: 
what do I want in lite?® This question, for example, bothers both 


brothers in Aksenov's Zvezdnyj bilet. Viktor asks Dimka: 


Yero we TH xoUelb?.. Tlorogu, morogvwe hK HE cnpaln- 
Bab Te6S, KeéM TH XOUClib CTATb. OTOLrO TH MORElib ene 
He 3HaTb. HO wero TH XOUeMb? CTO TH BCE-TakKK yrRe 
TORCH 3HATb. 


The answers are usually vague and romantic. Dimka, for example, answers: 


ly, Alekseev, "Ljudi Flinta," Junost', 2 (February 1965), 43. 
2s, Laskin, "Bel' drugix," Junost', 7 (July 1965), 21. 


3y. Ko¢etov, whose works are typical of socialist realism style 
and who continued to write in the same vein in the 1960s, had taken up 
this question in his novel "Cego Ze ty xotes'?" Oktjabr', 9 (September 
1969), 11-36; 10 (October 1969), 41-138; 11 (November 1969), 107-172. 


ay, Aksenov, Zvezdnyj bilet, 56. 
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MoxeT OHTb, ROT OHO - OUTb JOMOM B CTapHe CTeHH? 
B Te cTeC€HH, B KOTOPHX HET HUYKAaKOPO cmnca? Jom 
Ha T1euo uM AeAbme, UCKa@Tb MO BCeMyY MUPY cPapye 
CTeHH, MOryuKe K TDPYyYXJAEHe KM HUKOMY He HYKHHE... 


HK @O cux Top elie He BHpAbOTan ce6e RUSHEHHOKM mpo- 
rpaMMH. ECTb HECKOJbKO Bellew, KOTOPHMM A 6H XO- 
TEI 38&2HUMATbCA: OUT’ JIOMOM cCTapHe CTeHH, KOTOpHE 
HUKOMy He HYRHH, NepeKpelMBaTb TO, YTO KpecCnanM 
CKyWHHeE JOZNM, MATH Ha chaceHMe, BepuTb O6egZH pe- 


6aTam (ceuac Boe RpyT c yOoBOJecTBMeM), WaTaTb- 
CA U3 pecTopaHa B pecToOpaH, WONT Tasky... 


Aleksej Maksimov in Aksenov's ''Kollegi" answers the same 
question in the following way: 

KH XOUY KUTb PSBOJHOBeHHO!.. Bee paBHO rye, HO Tak, 

UTO6H BCE BHEMMATb “YS CBOeKw mMomNOT0cTK. ...eKHakan Hac 

RUeT POMAaHTMKA? BOT eCJM OH MHE CKA3EaIM: e3b 

E OTY pEeKeTYy, U TOOOK BHCTpeAAT B KOCMOC, KM TH Ha- 

BepHAKe paccHiJielbCR B Mpax BO UMA HayKM, - f OW 

TOJbKO " ypa" saeKphuan. A KOrZa@ MHE TONKYHT, UuTO 

Moe IPMsBaHve Kw MOK For - MmpeBpaTuTeca B KMonnua, 

TyT yR HET, MORatyucTa, He HaAO KPaCMBHX CJIOB. 

Most of these main characters eventually find some positive 
solutions and answers to their question of "what do I want in life?" 
These solutions were basically not far from those which the main 
characters of socialist realism style had ready-made at the beginning 
of a literary work: usually a devoted and inspired work, or a job and 
further study in order to build a better life in the Soviet Union and 
advance it toward communism. This is true, for example, of the main 


characters of V. Aksenov's ''Kollegi,'' S. Laskin's "Bol' drugix," A, 


Gladilin's "Brigantina podnimaet parusa," A. Kuznecov's "ProdolzZenie 


ly, Aksenov, Zvezdnyj bilet, 46. 


2Ibid., 65. 


3v, Aksenov, "Kollegi," Zal, cto vas ne bylo s nami, 8. 
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legendy,'' and many others, It is their romantic and independent search 
for these answers that distinguishes these main characters quite 


distinctly from the main characters of socialist realism. 


4.8 So far in this chapter the main characters of the early 
gorodskaja molodaja malaja proza have been analyzed in terms of those 
conceptual elements which distinguish them from those of the socialist 
realism style. What relates them to the latter type is their basic 
uprightness, moral integrity, capacity and willingness for hard work 
and sacrifice, their devotion to duty and profession, and, in some 
cases, their overt devotion to the Communist cause and their country. 

For example, in spite of all his irony, his critical attitudes, 
his cynical remarks, and his independence and occasional melancholy, 
Aleksej Maksimov in Aksenov's ''Kollegi'' is an honest, devoted, and 
essentially positive character, in terms of the values of socialist 
realism. He bravely exposes the dishonest and dangerous swindles of 
the supplies manager in the port and he and Karpov save Zelenin's life 
at the end of the povest'. His debates with Zelenin are caused by his 
questioning and critical attitude, but eventually he agrees with Zelenin. 
Zelenin's main argument is that they are responsible to the past and 
future generations. He says to Maksimov: 

TH HelmpaB, AJemKa. MH B OTBeTe He TOJbKO Nepegy 

cBoel coBecTbb, HO KW Nepex BCeEMM JHAbMM, TNlepe 

TevmM c CeHaTcKon nmomegaM, wv mepexz TemMu c Mapco- 

BOrO NoJA, KM Mepeh cOBpeMeHHUKaMM, KM Nepeyx Oyzy- 

MMA OCO6CHEO. A BHCOKMe cuoBat? Ham OTKDHVJM 

raa3sa Ha TO, UTO MellENO HUATHM Briepes, — Tak Hazo 

pagoBaTbca STOMY, @ He HYAMTb, KaK TH. Terepb 


MH CMOTPUM ACHO Ha BellM M HMKOMY He NI93BOIKM 
cnekyJMpobaTb TeM, UTO AJA Hac CBATO. 


ly. Aksenov, 'Kollegi," Zal', éto vas ne bylo s nami, 17. 
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At first Maksimov finds it difficult to accept this view fully, but 
toward the end of the povest', he too thinks: 

Callke IIpéB: HYRHO UYBCTBOBATb CBOW CEA3b C Mpo- 

megmuM uM OygzyummM. VUMeHHO B 3TOM cHaceHMe OT 

cTpaxa mepey HeEK36eERHHM yXOZOM M3 RKXSHK. MuMeH- 

HO B 3TOM BHCOKEH poJib UeJIOBEKa. A MHaAVe KUSHb 

cTaHeT 30Beme*% Tpareguew MAM HKKUCMHEM Hapcom. 

MH, JKOZM COUMaIM3Ma, JOJIRHN OCO6CHHO MOHATb OTO. 

He HYRHO OOATbCA BHCOKMX cJOB. I[lpommo TO Bpema, 

KOorTgZa OTAeCJbHHe CEOJOUK MOrIKM CHEKYJIMPOBaTb STK- 

MM CJOBaMu. My CMOTPMM ACHO Ha REM. MH OUKCTMIM 

eTK cuOoBa. Cenuac sTO riaBHoe: OopoTbcKR 3a UMCTOTY 

CBOMX CJIOB, CBOMX Tyas uM Zyl. A Ha cTapbe - 

B o6sapy!! 

As another example, Vera Ivanovna in Aksenov's "Poltory 
vracebnyx edinicy" refuses to send patients nome in order to arrange a 
private ward for an important official; later she fearlessly swims 
across flood waters to save her patients. Zelenin in ''Kollegi," just 
like Vera Ivanovna, volunteers to work in a small village, because-- 
the reason is identical in both cases--there has been no doctor in 
the village for the last 2 years. Zelenin improves the village hospital, 
heroically saves the lite of a wounded forest ranger, organizes cultural 
activities in the village, and bravely stands up to a local hooligan, 

The main character of A. Gladilin's "Pervyj den' novogo goda," 
after a period of misunderstanding and a breakdown of communication with 


his father, eventually thinks: 


MK BeposTHO, rye-TO KH MOM Kear: STO MpORKTb Tak 
me, KaK MOM OTe, K@K Kg@mMTaH. OHM CKOpO yiugyT. 
MU mye ObTb Ha UX MECTE. 


This combination of sincere devotion to one's profession or work, 


ly, Aksenov, ''Kollegi," Zal', cto vas ne bylo s nami, 200. 
2A, Gladilin, Pervyj den' novogo goda, 94. 
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of honesty and straightforwardness, and of an ironic, questioning, 
independent attitude to life is well expressed in the thoughts of SaSa 
Zelenin in Aksenov's ''Kollegi'' after his conversation with ve crippled 
war veteran Egorov who tells Zelenin about the war experiences of his 
generation. Zelenin's thoughts are typical of the main character of 


gorodskaja molodaja malaja proza;: 


A Halle ToKkKOJeHMe? Bompoc: BHZeEpRMM JM MH TaKoh 
S9KZaMCH HA MyRECTBO KM BepHOCTb? [locTow, utTo TH 
POBOpMmb? Hame moKoseHme... Tumoma, BuKTOp - 
BOT OHM. PasBe c NepBoro B3rsnga He BYAHO ux 
cusb? A MH, PopoyzcKkMe Na@pHM, HacTpPOeHHHe uyTb 
UPOHMUeCKKM KO BCeMY H@ CBeTe, JNOUTeIK Axasa, 
cmopTa, MOZHOrO TDATIbA, MH, KOTOpPHE BpeMeHaMK 
KOPUMM M3 CeO6R WeptT 3HAeT UTO, HO HE JOBUMM, 

He Buesaem B ZOBepMe, He NOAMMUaAeM, He Mapa- 
SUTMpyeM UM, Myrancb BHCOKMX COB, cTapaemca 
COXpaHMTb B uNucTOTe CBOM AyMM, MH CNOCOOHN Ha 
UTO-HMOyYob MOZo6HOe? Ja, cmoco6HH. TIlycrTs 
diemKa KOpUMT M3 CceOA ycTaNoro MMHMKa, yBepeH, 
uTO KM OH crmoco6eH. UM Baageka Toe... 


4.9 The differences between the main character of gorodskaja molodaja 
malaja proza and those of socialist realism style rapidly increased and 
became quite pronounced by the mid-1960s, after which gorodskaja molodaja 
malaja proza began to decline. These growing differences were expressed 
either explicitly, or implicitly, or by a combination of both. 

In some works there were some explicit polemical statements 
about a character and his worth. For example, in A. Gladilin's povest' 
"Xronika vremen Viktora Podgurskogo"' the main character Viktor, who 
failed the university entrance examinations and as a result unhappily 


bums around Moscow, asks his friends: ''Rebjata, kak vy dumaete, ja 


ly, Aksenov, ''Kollegi," zal, cto vas ne bylo s nami, 83. 


ajadgiam a)slt boven 20. redomzane cham ou | 
fia 


ceacinaiol wtaaaabea! th Wikis a a6 


'deawog 4 2 wid ibate +h at Tac diine: 
rte ei detaniees aang wo r 


es 


a Sng 444 ‘be x mo Log PRES y ae 


ch iaancinw ate iy bia ban aro aad 


ty) 


a 


£9 3.9u Kaeo sham ha es Tyaveiyd soma 


Lowa kM ian aie, wi 29 
ut Or rw 4 fe? die yeh Poy 
ws cic adh ped ety 
XM: SENS biti SAR Levi 
ae ord BRAK eat Retry 
Mathie wren aes): 
Ses ne hag Stra TOR 
Hhageetrinh msl Om (one p eS. 
Bets nay ea , een Rh sere i | ie 
ow ge47 rtp ale ei" Ne Oe ay 
PERCHA TT: a saet'y, i py 
yi TL: Was Elgar a 
eyedy soley cn LouTOY, 7 
ape vet y a tele, cn 


} 


i } 


wamaaors. “Lbdgey, eiKse: wt igen apne vs 


Aled. te nad senieioe a i ie 


{vy 


td oa 
Nhe ue oy? ~ a * 
‘sued Ley Co 


af sang ev i en 


D2 


; oh rae 1 
polozitel'nyj ili otricatel'nyj?" Although his friends call him 
"otricatel'nyj,"' thus classifying him on a standard scale of the Soviet 
criticism, Viktor is the main character and a representative of the 
young generation of the late 1950s which found itself confronted with 
life and seeking independence. 

Some of Gladilin's works, in fact, openly ridicule the con- 
ventional socialist realism presentation of people. The journalist in 
"Brigantina podnimaet parusa'’ says to the komsomol leader on the 
construction site: "Nam nuzen ideal'nyj geroj. Ctoby byl primerom 
dlja molodeZi, Ctoby, proctja o nem, vse poexali na strojki." 
"Brigantina podnimaet parusa'’ and a number of other of Gladilin's works 
were structured to ridicule the conventional socialist realism pre- 
sentation of the main characters. In his povest' "Vetnaja komandirovka" 
one of his main characters, Ira Kraminova, the wife of the main character, 
is introduced by means of the following anketa: 

KpaMuUHoBa 

UpuHea DppeBHa 

alpeJb 19384 roma. KueB 

pycckKaa 

BHCIEe 

ugeH BJKCM, aHravusickun, mpaxmy3sckuh (co croBapem), 

B OMO3SMUMAX HE COCTOFJIa, BHrOBOpPOB He AMesa, HU 

A, HM MOK POACTECHEUKK B 6 e€IHX aPMUAK HE CJ YRKIN, 


Ha OKKYIMpOBaHEOk TeppMTOpKK He TIpoRKBasa, 3 
rpaHnuek He Onwa, MenyTaToM He u3s6upemrace... 


I, Gladilin, Xronika vremen Viktora Podgurskogo, 110. 


2A, Gladilin, Brigantina podnimaet parusa, 153. 


3a. Gladilin, Vecnaja komandirovka (Moscow: Sovetskij pisatel', 
1962), 52-53. 
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V. Aksenov's ''Kollegi" contains the same device for the introduction of 
y 1 ; noe 

the main characters, This device was meant to expose and ridicule the 

socialist realism presentation of its characters in terms of their 


anketnye dannye, in terms of black and white, in terms of political 


standing. 


In the same 'Vecnaja komandirovka" Ira Kraminova's youth is 


described as follows: 


B 3TOM MecTe UKTATeEINH MpeznaraeTcaA OTKDPHTb 
Jjno6 yO KHUPY, MOCBAMEHHYH CTVZEHUeECKOK RMU3HK KU 
MOCPYMACHMH B KMECTMTYTH. B KamgZOv US HMX OUeHb 
TOZpPO6HO onmMcaHo: 


1) Kak OCReETUYIO CONMHUE JACKOBHM CeHTA6pb- 
CKMM yTpOM; 

€) Kak Tpomnev6ye wel NO JHZHHM WpasqHKU- 
HHM yJMuamM MOCKBH; 

3) Kak HapagzHHe, B3BOJHOBaHHHe AeEBYIKK u 
CMyIeGHHO yaHOawmmKecmA WHONKM c AyWeBHHM TpemeTom 
TlepecTymabT CTCHH BY3OB, EK KOTODPOM... 

4) kak BCTpeuasmMcb ESPJADH Hales PepouHM c 
BHCOKUM UCPHOBOJOCHM MépHeM, TPYLOBHeE MOSOJIN... 

5) Kak cCTMIATa OMK... 


Here not only is the socialist realism style ridiculed, but so are its 
standard cliches, which remained in the works of the late 1950s and early 
1960s. 

Some works seriously questioned the validity of the image of the 
so-called positive hero. The symbolic meaning of A. Bitov's "PuteSestvie 


k drugu detstva'' is an examination of a positive hero and an attempt to 


ly, Aksenov, ''Kollegi," Zales, ¢to vas ne bylo s nami, 5. 


2a, Gladilin, Veénaja komandirovka, 54-55. 
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povest', the editor asks the main lst person character to write something 


which- would contain a positive hero; their conversation, in part goes 


as follows: 


7 Bitov, "Putesestvie k drugu detstva," Molodoj Leningrad, 


1966, 127. 


-.-"HeyxemK Bac HE BOJHYeET MOJORMTeIbHHK repon 
M ero mpo6jema?" - "Y meHA BCE MOAOKMTeCJbHHE... 


- CKYYHO TOBOpWH sf. - Ha OTpuuaTeJbHHX y MCHA 


CMA He xBaTaeT". - "Jia HET, - TOBODPAT MHe, - & 
po Dpyrux MNOMORNVTeEAbHHX TOBOpPKH. Tepom, MAAKM... 


Heyxelu Bac KM 3TO He TporaeT?"® - "He Buned, - 


rOBOpHW, - He 3HaW... TONbKO repousM, MO-MOeMy, 
A 
Tak BCe JAKZK OOHKHOBeEHHHeE", - "BOT, BOT, - FOEBO- 


He uepTa, a NpOAEJeHMe, B OCO6CTOATeCJbCTBaXx... 


PAT MHe, - SHAUUT, BH COracHH?” 
- BH cTpalHHK wenoBek, - POBOpH A MOUTH 
C BOCXMIIeEMeM. 


- HeT, uToO BH. CoBpcem HeT. Tak HaZyYMaIu? 


-EcTb: -BApyr KpMUy A Cc panwocTbb u oTua- 
AHMUeCM. ~ EcTb ofMH! Kak xe A 386HK... 3Habd 


OZHOrO, xOpomlo 3Hab. C feTcTBa. BoT yr nono- 


RUTCJbHHM, BOT ym Tepow. B BYAKE&HH asaert. 


Kagganyv rog ce6e uTo-HM6y—b sOoMaeT: pykKy, HOry, 


meh. WM HAKTO ero, 3eMeTbTe, HE POHMT - cam 


Je3eT, COBeEpIIGHHO 6€CKOPHCTHO, B CaMBK KpaTep. 


He weJIOBeK - CMMBOJ. 

- A BH ToBopysm... - KU MHe yanO6anoTcA BU- 
HOPaTO“ YIHOKON. 

Via yre neuy. Kak TH Tam NOxMBeellb, MO” 


MOJORUTeCIbHHY Prepon? Hano me, Kya TeOA B3aHECIO. 


Hocuyman,a mpaBgza, uTo TH B 3TM BYIK&aHH Ja- 
saelb? RBece-Takw A OUeHb Te6e pax. CTO eT 
He BMZemmcb. KM Kora 6H eMe CEMZeEIMCe? K BOT 
BLpYT, HM c TOTO HM Cc cero... O Tebe yRe 
CTOJbKO mMcasmm. Temepr mov uepeg... Harmn- 
uy A O Te6e, RZOporok moh MONORMTeCAbHHY, Bellb 
ierkylo Takyb, My3HpuaTyH, CAOBHO B TOHKUY 
CTA@K&H Hap3aHy HAIUIM... 
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The rest of the povest' consists of his long journey to see 
his hero-friend and of his thoughts and reminiscences about his child- 
hood friend. The portrait of the positive hero Genrix is presented by 
means of these recollections. It turns out that Genrix is a paragon 
of all kinds of virtues. Genrix's life is one chain of heroic deeds 
and achievements, and some of the chapters are entitled "Pervyj podvig 
Genrixa,''''Vtoroj podvig Genrixa," etc, When he was 7, he climbed up a 
pipe to the 6th floor to save his favourite things during the fire. 
At 10 he beat all the local boys by lifting a heavy pice of metal 1001 
times, even though he was not very strong. As a teenager, he jumped 
off a high cliff in the Crimea. He becomes a famous and daring explorer 
and specialist on volcanoes and makes numerous heroic and near impossible 
assents on various dangerous volcanoes. As the lst person main character 
recollects his great friend, he also remembers, from time to time, his 
very ordinary childhood and life. All through the long journey, he 
keeps thinking about what heroism really is, what victory is, and about 
what life is all about. Although the lst person character loves and 
admires his famous friend, he begins to wonder what the driving force 
behind his endless chain of heroic feats was. 

«el CHDUX E3spocJseA U cTapeJd, a MexaHU3sM ero 

ocTaBaJcH Bcergfza TeM Ke, UTO KM TIPK MNMOAHATUK 

JOMa: 2OKA@3aTb APYIMM, DZOkasaTb ceSe, Ha UTO 

OH cmnocoseH. MM gzaxe Torga, KOrga OH ZaBHHM- 

@BHO yRe JOKasal ADYrMM UM KOHKYpeHTOB y He- 

ro He 6HJIO UM OHTb HE MONO, OH MCNHTHBAI Mo- 

CTORSHHYH MOTpPeOHOCTb FZOKAA BATb yRE TOJbKO 

ce6e, mMouTH abcTpakKTHO, Tak CKa3aTb, M3 JKO- 

BM K uckyccTBy... KM HaunHaeT Tenepb MepemuTb—- 

CH, UTO CaM OH HeyBepeH B ce6e KM cao, KHaue 


3aueM Re ROKASHBE Tb CBOW CUAY CTOJb HeMpepiHB— 
HO MU 6e€CKOHEUHO?P 


lA, Bitov, "Putesestvie k drugu detstva,'' Molodoj Leningrad, 
1966, 138. 
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Further the lst person character begins to wonder what the meaning of 
heroism is, and puts forward his own ideas which implicitly question 


Genrix's life: 


BpeMA BHO BMTaeT cBOe CJOBO. XK CJIOBO 3TO 
- TIOCTYHOK. Cnoco6HOCTb K NOCTYMKY - OCHOB- 
HOM Mpw3sHaKk MYRKUKHH. Bce OCTAaJbHOe MOXHO CUM- 
TaTb BTOPAUHHMU TIOJIOBHMM TIPM3HAKaAMM, TOUTK 
Kak OKpacKy NeTyxa wsM hasaHa. JlocTynok Tpe- 
6yeTca OT Te6R KakZHY TeHb, HO MHOTO JM TocTyn- 
KOB TH COBePIMI B CBOew RU3SHKM? A MOZBMT... 
OHM, KOHEUHO, SHIM, eCTb M OYAZYT B Hale yOUBUTeIb- 
Hoe BpeMA. HO BOT Beyb axe BOSHUKAWT HeMOHAT-— 
HHeE ZMCKYCCHMM: "B RUSHK eCTb MECTO MNOAZBMTAaM? 
B &U3HKM HET MeCcTa TogBMraM?" BeccMHCJIGHHO Bedb 
CIIpocuTb: "B RUSHKM eCCTb MECTO NOCTyiikam?" 
TlocTynmokK - MopMa BOMJOMNeHMA UweNoOBeKa. OH 
HENPMXOTANUB Ha BUA U UCKMOUNTEbHO TpPyZeH B 
MCHOIHEHMM. HebsarogapeH B MpuHUMNe. AK nogz- 
BUMP A MOry TIOHATb JMllb KAK UAaCTHHKM BUA Nocryn- 
Ka, CMOCOOHHM CAyYRNUTb BCeEOOIMM MpMMepom. 


4.10 During the later stage of the development of gorodskaja molodaja 
malaja proza, in the late 1960s, the main characters began to have less 
and less common conceptual elements with the socialist realism type and 
with the main characters of the early stage, and in some cases all traces 
of similarity disappeared. This was an implicit rejection of socialist 
realism style. 
The emphasis now was more and more on the inner development of 

the young people. The main characters were now usually embarked upon a 


slow and far from straightforward progress toward the first realizations 


lA, Bitov, "Putesestvie k drugu detstva," Molodoj Leningrad, 
1966, 163. In the collection of Bitov's povesti Dac¢naja mestnost' this 
povest' appeared with some textual changes and modifications. The 
following was added here: 
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of self-awareness and maturity, toward dissatisfaction with themselves, 
toward various insights about life and human values. More often than 
not, they had reached no all-embracing solution by the end of a work, 
but were left searching and developing. 

For example, in Aksenov’s '"Katapul'ta" a young writer is con- 
fronted with two different attitudes to life--the defeatist and cynical 
one of his friend Skackov and the daring and positive one of the pilots 
travelling on the same boat with them. This confrontation makes him 
take a good look at his own ites In Aksenov's "Papa, slozi!" a factory 
worker, former football star Sergej, has to look after his little 
daughter on a Sunday, and the events of that day make him see himself 
and his life ina new light. 

Many of A. Bitov's works focus entirely on the growing pains, 
the emotional development, and the ways of thinking of the young main 
characters. They do not think or talk about their duty, society or work; 
their main concerns are their own personal lives, their development, 
loves, relationships and ideas, For example, in his povest' "Takoe 
dolgoe detstvo"’ the main character Kirill has been expelled from 
Leningrad university for some misdemeanor, Nevertheless, he goes with 
his fellow-students for summer practice work in the mines and eventually 
stays there, Later he gets drafted into the army. The main focus in 
the povest' is on Kirill's gradual transition from childhood to manhood, 
which is by no means completed by the end of the povest'. '"Sad'' closely 
follows 5 days in the life of a young student who is desperately in love 


with an older, separated woman; again the centre of attention is his 


ly. Aksenov, 'Katapul'ta," Katapul'ta, 62-74. 
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feelings and thoughts. 

Most of Bitov's main characters are immature, unsure of them- 
selves, rather weak, and umable to think things out. Kirill toe 
"Takoe dolgoe detstvo,'' Aleksej from "Sad," LobySev from ''Penelopa" 
and the main character in "Zeny net doma'' all suffer from a reluctance 
and perhaps an inability to think, from a habitual and almost auto- 
matic suppression of unpleasant and disturbing thoughts, and from 
blocking things out of their minds. With all their immaturity and 
weaknesses, they are very human and very interesting in comparison with 


the infallible perfections of the socialist realism style. 
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5. Narrative Modes of gorodskaja molodaja malaja proza 


Sel In the preceding section the main characters of gorodskaja 
moloda ja malaja proza were analyzed in some detail; the aim of this 
section is to analyze what types of narrators and what narrative modes 
were selected, how these main characters were presented in the works, 
and what the relationship between these characters and the narrator 


was. 


24 Narrative Mode 1 (marrative by the narrator in the lst person) 
was never used in gorodskaja molodaja malaja proza; the external, 
internal, or lyrical narrators as defined in the section 4,14 of Chapter 
I are entirely foreign to this style. 

Narrative Mode 2 (narrative by the narrator in the 3rd person) 
and Narrative Mode 3 (narrative by the lst person character) were 
selected in gorodskaja molodaja malaja proza as the main modes. Both 
exhibit stylistic features quite enuecall and innovative for that period 


of Soviet literature. These modes will be examined in detail here. 


Sé3 Although Narrative Mode 1 is conspicuously absent from the works 
of gorodskaja molodaja malaja proza, there are some very interesting 
occasional intrusions, or, more precisely, self-revelations, by the lst 
person narrator in the works of Narrative Mode 2. Such self-revelatiens 
are almest totally unknown in the works of socialist realism style, 


and form one ef the distinctive features of the style of gorodskaja 


lone of the very rare instances of such intrusion in a work of 
the socialist realism style may be found in S. Babaevskij's Kavaler 
Zolotoj Zvezdy (Moscow: Sovetskij pisatel', 1952), 54, 80, where the 
narrator in the lst person twice overtly intrudes into the 3rd person 
narrative with some asides about the reader's expectations and the 
narrator's intentions. 
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molodaja malaja proza,. 


The basic characteristic of the Narrative Mode 2 is the deletion 
of the lst person pronoun forms in the DN (narrator's discourse), so 
that the narrative is 3rd person covert monologue. In some works, 
however, the narrator in the lst person may occasionally and briefly 
‘intrude’ into this covert monologue, or in other words, briefly reveal 


himself. In gorodskaja molodaja malaja proza such intrusions take 


several forms. 


5.4 Some self-revelations of the narrator in the lst person take 

the form of a more or less brief address or several separate addresses 
scattered throughout the work--some directed to the main character, some 
to the readers, eae to himself. This narrative device is, of course, 
not new in Pieervetere but after the monotonous and straightforward 3rd 
person narratives, devoid of any experimentation, of the vast majority 
of the works in socialist realism style, it was conspicuously novel. 

For example, A. Gladilin's povest' "Brigantina podnimaet parusa" 
is a predominantly 3rd person narrative shifting between the points of 
view of the several main characters. Chapter III, however, is entitled 
"Intimnyj razgovor avtora s geroem'’ and a large part of this chapter is 
the narrator's address in the lst person to his main character Vovka 
Andrianov. Although entitled "razgovor," it is only the narrator's 
commentary on Vovka's character, his way of thinking, and the reasons 
for it; this commentary is directed at Vovka. It is really a dialogic 


monologue whicn presupposes a partner's reactions and responses. In 


lsee, for example, the intrusions of the lst person Narrator in 
F. Dostoevskij's Besy or A. Cexov's "Dama s sobackoj." 
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Chapter XV the narrator again addresses Vovka, this time rather briefly; 
at the end of Chapter XIII there is again a brief remark in the lst 
person by the narrator. | 

These intrusions are part of the general operational strategy 
to convey the symbolic meaning of the povest'., The symbolic meaning of 
"Brigantina podnimaet parusa'"' is the portrait of a critical, slightly 
cynical, romantic, and basically good young man of the late 1950s. The 
povest' is ordered on the principle of a contrast: the contrast between 
the stereotyped things which journalists write about young people who 
volunteer to work at faraway construction sites and what these young 
people really are. The most obvious examples of this strategy are the 
contrast between the epigraph to the povest' (a standard eulogistic 
quotation from a newspaper) and the povest' itself; between the secondary 
character of a journalist who arrives at a construction site looking 
for an ideal hero for the stereotyped o¢erk he had to write and the 
narrator's way of presenting the main character. In one of his minor 
intrusions the narrator says about this journalist (and this particular 
intrusion is typographically separated from the body of the text by a 
line of dots on one side and three asterisks on the other and is bracketed-- 
quite an elaborate typographical marking): 

(UepT 6H NO6pan sToroO RypHasKeTa. He MOr B3ATb 

KOrO-HKM6yb U3 WOWepOB, NAOTHUKOB, OeTOHIIMKOB, 

uTyKaTypoB. He pasoopasca, BHOpant AHA pMaHoBa, 

HammMcasd O HeM OUepK. UA, Aypak, NOBepu sTOMy 

ouepKy, CXBaTMJcAH 3a BOBKy - KM BOT ZO Ccux Nop 

mMalbcb. Y Beoex Bce B NopaAgKe. Y BOBKKM OHM 

HEIPMATHOCTU, M HEMSBECTHO, KOrZa OHU KoHuaTca. ) ! 


In this povest' the narrator reveals himself and addresses the 


1a, Gladilin, Brigantina podnimaet parusa, 97. 
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main character in order to explain to him (and thus to the readers) 

the reasons for the main character's initial critical and negative 

attitude to the life around him,! or, om another occasion, to encourage 

him when he works with enthusiasm and joy.” The narrator thus becomes 

something of a mentor to his character and mediator for the readers, 
This narrative device is in general typical for Gladilin's 

style and may be found in a number of his eorks*? Gladilin, however, 

tends to demarcate these intrusions clearly either by headings such as 

'Primecanija avtora” or "Ot avtora,'' or by various typographical devices 

such as brackets, italics, asterisks. These demarcations in themselves 


stress the novelty of this narrative device and draw attention to it, 


3.3 In other works these intrusions are not so clearly separated 
from the 3rd person narrative. For example, the narrator in V. Aksenov's 
short story "Asfal'tovye dorogi" and the narrator in his povest’ "'Kollegi" 
both briefly reveal themselves in the lst person within a 3rd person 
narrative either to address the main characters with some advice or to 

4 


make some comment about them to the readers. 


A very interesting and rather innovative self-revelation of this 


kind is found in A, Bitov's short story ''Penelopa.'' In this work the 


la, Gladilin, Brigantina podnimaet parusa, 25. 
2Ibid., 115. 


3See A, Gladilin, IduScij vperedi (Moscow: Molodaja gvardija, 
1962)--particularly the povest' 'Dym v glaza," 2-143; and A. Gladilin, 
'Istorija odnoj kompanii,'' Junost', 9 (September 1965), 3-28, and 10 
(October 1965), 8-41. 


4y. Aksenov, "Asfal'tovye dorogi," Junost', 7 (July 1959), 62, 63; 
and V. Aksenov, "Kollegi," Zal, ¢to vas ne bylo s nami, 113,159. 
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self-revelation is not only an aside tothe readers but also a revelation 
of the consciousness of the narrator as narrator. The work is very 
interesting in this respect and deserves a closer look. The symbolic 
meaning of ''Penelopa" is the beginnings of a spiritual odyssey of a 

young man of the 1960s toward self-discovery, self-awareness, and 

perhaps improvement. 

On several occasions, within the 3rd person narrative of the 
work, the narrator reveals himself in the lst person to emphasize his 
close scrutiny and investigation of his main character's thoughts and 
feelings, and to reveal his own control of the narrative. One of the 
main strategic ordering operations in this work is a fairly frequent 
alternation of the following three strands of the narrative, usually in 
the following order: 

1) 3rd person narrator's description of the main character's actions 

or of events which are taking place; 

2) 3rd person narrator's reproduction of the main character's varying 
reactions and thoughts in connection with these actions and events, as 
well as the main character's reactions and thoughts about his reactions 
and thoughts'; 

3) 3rd person narrator's commentary and analysis of this immediate flow 
of impressions, feelings, and thoughts, which pass the character's mind 
and also of the main character's own introspective reflections upon this 
immediate flow. 

The narrative text is a complicated three-strand weave of thoughts, 
thoughts about thoughts, and of the analysis of the thoughts and of the 


thoughts about those thoughts. Here is a typical example: 
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OH mea NO Hepckomy, M cOoBCeM 6HJIO xOopomo. BHO 
connie. KM BOsnayx OHA peoKOCTHO MpospaueH. S3TO 
OHI TOT camHh mHOuMHM OceHHHK HepeKkuhk, xoTs B TOK 
wacTM, MO KOTOpOK OH Wer, axe TepeBbeB He 6HIO, - 
HO HeBcKuK OH OCeHHKK./ Tak OH Met KM HEKOTOpOe 
BpeMaA ele AyMasy’ Oo TOM, HNOoueMy M Kak Tak MOAyuUUoch, 
UTO OH ZORUA BOT KU UCHHTHBAeCT pasHHe TakmMe uUyBCT- 
Ba, Kak B KOpMsope, Ha JecTHKOTe M B 3aKOyJKe. 

i Ho noroga O6Hvia He Ta, UYTOOH Zoro AyMaTb O6 23TOM. 

- |OH eme MOZyMas, uTO CTpaHHO, uTO TAaAKOM ye BO- 
SHUKEeCT MOTOP STUX OMyMeHMM, UuTO O HUX KU He Zywaeciib, 
uTO OHK Kak OH BO CHE MpOXOZAT, HEMPUATHHeE KM CBUH- 
cKMe, M NOTOM OygZTO 6H UX M He OHNO. / OH O60 BCeEM 
STOM 0ZymMaJi, HO Kak 6H BCKOJib3b, TAK UTO ero 

nm ( STO HUCKOIbKO He 3agetO, KU NOAyMal-TO Tak xe: UTO 

- |} TIOTOM M HE BCNOMHMIIb, CJOPHO BO CHe, CJOBHO 3T0 
KOrga-TO JaRHO-JaBHO. 


\—1 


Le. is in the third strand of this alternate ordering that the 
occasional and rather unusual intrusions of the narrator in the lst 
person occur. For example, there are several very brief revelations of 
the following kind: 


BO BCAKOM cuylyuae, M 3fecb A SOyZy ToueH, me- 
perna dAutTevunn, JoOMleB yre HA O ueM HE JyMa@J... 


CoujHIe KIUHOM BXOZUJIO B MOZBOpPOTHW, KM OH Kak pas 
yre MepemaruBal JMHMI paszesa, @ Teo ero yre OHIO 
B TeHA, Kak ycJMUal - KM 3a 3TO A MOryY Nopyuntpca, 
uTO yCJIHWaJ) MMCHHO 3T0, - OH ycJHllanl, Kak 3a ero 
CmMHOM, 3a ero JeBHM, TO eCTb NpaBHM MIeuoM, KTO- 
TO CK@3aJ, wen-TO FONOC CKAa3aJ... 


These self-revelations. ("i zdes' ja budu toéen" and "i za eto 
ja mogu porucit'sja') are rare in the narrative text and draw attention 


to themselves and thus to the narrator's presence. Even more striking 


1, Bitov, 'Penelopa,'' Aptekarskij ostrov, (Leningrad: Sovetskij 
pisatel', 1968), 102-103. 


2Ibid., 104. 


3Ibid., 107-108. 
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is the narrator's self-revelation contained in "za ego levym, to est' 
pravym plecom.'"' A similar device may perhaps be found in photography, 
where a photographer's shadow or reflection, or presence is cetanteer 
made noticeable, 

The significance of these self-revelations is clearly indicated 
in one of them, which has a particular structural significance as well. 
The work itself consists of three easily distinguished parts: intro- 
duction where the main character, Lobysev, gets an unexpected afternoon- 
off and decides to see a movie; complication, where LobySev meets a 
girl and they go to the movie together; and a climax, where Lobysev 
parts with the girl after the movie and stumbles upon a discovery about 
himself as a person. The story which begins and ends on the Nevskij 
prospekt has the circular structure of a traveller's story: departure 
from a place--journey with its experiences--return to the same place 
wiser for the experience. The movie which LobySev and the girl see, 
"Odyssey,'' suggests a parallel between Odysseus’ journey and LobySev's 
spiritual journey toward a self-discovery. The self-revelation of the 
Marrator, which has a particular structural significance in this work, 
divides the introduction (eleven fairly lengthy paragraphs) from the 
complication and reveals the narrator's awareness of the structure of 
the narrative and his concern with its symbolic meaning. Here is the 
paragraph in question: 

KM BoT OH MpOxOAUMT B TeMHYW MOZBOpOTHH KKHO- 

TeaTpa, M 9TO uyTb AK He NepBan Hpa3za pacckaza, 

KOTOpHM A cOoOupabcb MMcaTb. Vi Tenepb HakOHeL 

A HaUuMHaW Cc Hee payu elle ONHOU, COQUHCTBEHHOYN, 

KOTOpyH A 3HAI M KOTOpPaA AOAKHA OHTb UYTb JK 

He B C@aMOM KOHTTe. Tak BOT A NpucTynavw K Ha- 


ually paccka3a, uM ecJM MHe ZO TOrO y® He CTHZHO, 
TO MCHA OXEATHBGCT ApPORb, MOTOMy 4YTO A MpucTynan. 
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OH IIPOXOZMT M HE AyMaeT HM O ueM, HOTOMy uTO oO 
came OH Bpoge OH KM HE Ayman, a O KAapTMHE yRe BCe 
mepexzyMal go stToro. 


This key sentence, for the sake of which, as the Paieee says, 
the whole work is written (thus drawing strong attention to it), occurs 
in the penultimate paragraph of the story, when LobySev discovers his 
own inability to think clearly and be honest with himself. Only then 
he suddenly realizes: "Ved' eto ze ja delaju kaZdyj Seti By means 
of this intrusion the narrator puts a strong emphasis on the symbolic 
meaning of his work, underlining it in a most unusual and striking way, 


revealing his own preoccupation with it. 


5.6 Of course, the narrator's self-revelations discussed in previous 
sections are not very unusual in literature in general, but, as has 
already been said earlier, even they were quite new at that time, after 
the strictly uniform 3rd person narratives of socialist realism style. 

Much more unusual were intrusions of the kind present in V. 
Aksenov's short stories "Na polputi k lune" and "Tovarise Krasivyj 
Furazkin."' In the examples discussed in the preceding sections, the 
basically 3rd person narrator with his occasional lst person self- 
revelations remained outside the conceptual groupings and their semantic 
relations; he always remained an external observer and commentator, 

Now in Aksenov's "Na polput. k lune" and "Tovarisce Krasivyj 


Furazkin," the narrator in the lst person briefly intrudes into his own 


la, Bitov, "Penelopa," Aptekarskij ostrov, 107. 


Ibid. ps. 126. 
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3rd person narrative as one of the characters. In these cases he is 
both an external narrator in the 3rd person and an internal character 
in the lst person and this allows him to have several sudden and sharp 
shifts from a position of full knowledge of the main character's mind 
and feelings to a position of total ignorance of them, reestablishing 
for himself the outside view of a complete stranger. In both works the 
narrator in the lst person appears as an episodic character, a complete 
stranger: a traveller whom the main character Kirpicenko meets for a 
few minutes at the airport in "Na polputi k lune"; a passenger in the 
taxi driven by the main character Uncle Mitja in "Tovarise Krasivyj 
FuraZzkin." 

In "Na polputi k lune" the incidents and experiences of 
Kirpicenko's annual vacation are presented almost entirely as he himself 
sees and experiences them, with occasional touches of irony added by the 
3rd person narrator as, for example, in the incident with the foreign 
tourist on the Slaieba In contrast, the narrator in the lst person as 
a stranger at the airport allows the view of Kirpicenko from outside, 
thus giving an extra and unusual dimension to the character. This 
intrusion of the narrator in the lst person as one of the episodic 
characters comes toward the very end of a consistent 3rd person narrative 


mostly from Kirpic¢enko's point of view. Here is the section of the 


text in question: 


B MocKBe HauMHasacb BeCHa. 3a IMBOpOT emy Nagar 
KeanwaM Cc TeX CaMHX BHCOKMX KM UACTHX BOZoNaAOB. OH 
KYIMI cep waphd B KpyMNHyh uKNcTyH KJeETKy. 

Ha cayuan BCTpeumM OH IIpMroToBAA ANA TaHK NozapoK 


ly. Aksenov, ''Na polputi k lune," Na polputi_ k lune, 160-161. 
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- TaphioMepHHy Haobop "1 Man" wu oTpes Ha miaTbe. 

A BeTpeTMl ero B 3faHuK XabapoEcKoro asponopta. 
OH cugel B Kpecuwe, 3aKMHYB HOra Ha HOry Ku uuTen CTaHND- 
KOBMUa. Ha pyuKe KpecJla Buceta aBocbKa, MNONMHAA aneJb- 
CMHOB. Ha OOfOeKe KHUTM NOX WTYPMOBHMM Mapycamu se- 
Tejl KJIMMeEp. 

- BH HE MODAK, - CIpOCUd OH MEHA, OPAAZeB MOe KO- 
RAHOeC MAJbTO. 

=~ Het. 

H ycTaBYuscA Ha ero yAUBUTeIbHOe BHyManMmee onace- 
HMUe JMO, @ OH Itpouel ele HECKOJIbKO CTPOK KM CHOBA 
CIIpOocud: 

- He mameeTe, UTO HE MODPAK? 

- KoOHeUHO, FOcanqHO, - CK@a3as A. 

- AH Toxe masehb, - YCMeCXHYJICA OH. - Jpyr y MeHA 
MOpsaK. BOT IIpMcwaiI MHeE pagquorpamMMy c MODA. 

OH NOKa3asi MHeE paguorpammy. 

- Ara, - cKa3aj A, a OH CIpocua, cxozy mepenyza 
Ha oWrnles 

- CaM-TO c KakKoro rogza? 

- C TpugnatTb BTOpOTO, - OTBeETUI A. 

OH BeCb MpocuAdn: 

- Cayuak, MH we c OgHOrOo roga! 

CopmagzeHMe TEMCTBUTeIbHO OHNO PEHOMeEHAJbHOe, U 
A MOKA ero pykKy. 

- He60cb B MOCKBE KMBECIb, a? - CIpOCUA OH. 

- Yragad, - OTBeTUA A. - B MocKkBe. 

- He60cb KBapTupa, fa? RevHa, nanvanH, ga? IIpo- 
ume TI@uUKM-JEeBOUKU? 

- yragan. Boe Tak KM ecTo. 

- Tofmem, mlosaBTrpakaemM, a? 

AH yr OHNO MoMeA C HUM, HO TYT OO"MEMIM TIOCANKY 
Ha MOM camMOJieT. AH eTen B IleTpomaBsoBcKk. My o6me- 
HAJIMCb A2lpecaMu, MU A Nowe Ha MocagKky. A mer m0 
AZSPOAPOMHOMY Now, cruOasca Mog BeTpOM KM AyMas: 

"HaKxou CTPAaHHHM MapeHb, KaKMe YIMBMTeAbHHe 
coBpmayzeHua". 

A OH B 3TO BPeMA BSrJAHYA Ha WaCH, B3AA CBOW 
ABOCbKY M BHeN. OH B3AJ TAakcM Mv Noexas B ropon. 
BMectTe c mwopmepoM OHM ese HalJK STy ropbaTyn Zepe- 
BeHCKYWH yJKIyY, MOTOMyY UTO OH HE NOMHMJ ee HaSBaHMA. 
HOMUKKM Ha STO ysauiue ONJM MOXORM OZMH He Apyron, 

BO BcCexX JZBOpax O6pexasM SROPOBeHHHe ICH, M OH HeEMHOTO 
pacTepssca. HakOHeIll OH BCIIOMHMJ TOT ZOMUK. OH 
BHIUCA KMS MAMMHH, MOBRECHJ Ha MTAKeETHUK ABOCbKY Cc 
AaleJbCUHAMM, 3aMaCKMpOBas ee raseTOK, uTOOH cocemn 
UJM mpoxomMe He CNepAM 3TO COKpOBMIe, MK BepHyJcA 

K MalMHe. 1 


ly, Aksenov, ''Na polputi k lune," Na polputi k lune, 167-168. 
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In "Tovaris¢é Krasivyj FuraZkin" the narrator while speaking in 
the lst person is simply one of the chance passengers in a taxi driven 
by the main character. As a passenger, he is entirely oblivious to 
the long chain of Uncle Mitja's thoughts and reminiscences which form 
the main bulk of this 3rd person narrative. The sharp shifts between 
a 3rd person narrative from Uncle Mitja's point of view to that of a 
lst person narrative are brief and explicit. In "Na polputi k lune" 
the narrator is not shown from Kirpicenko's point of view, while in 
this work, om the contrary, the narrator is seen from the point of view 


of his own character--a most unusual technique. For example, 


"dia, - TlOmyMana cekuac AAAS MUTA, AAA Ha 
TIpoxoyAmyho Basin Telly, - MpAMO uM cMex, KM rpex, 
uv rpeuKuKn opex". 

TyT OH yBYueZeA uUsymero K CTOAHKeE TakCK weOBeKA 
B 3a€rpaHMuHOM valle M Cc YUeMOZ2HOM B pyKe. O2TO 
OH A. 

- UepHHy "SUA" Bac ycTpouT, ToBapum? - 
CITpPOCMA MCHA ZAGA MuTsA. 


- BriosmHe, - OTBeTMI A. 
- B Cum@eponosyb moenzete? 
=) Jia 


- Torga mMosBOJbTe Bal WeMOZAaHUMK. 
OH CXBATUJICA 38 pyuKy, A MpufepRas, HO OH 
HacTOAA M mOHKHeEC WeMOZeH BNepeyn. 


Sometimes the narrator only briefly reveals himself, as if reminding the 
reader of his presence. For example: 


"Re 6H OZHOTO wesoBeuka Oor nocmaa", - 
cTpecTHO MeuTeal DAO MUTA. 

MW TyT, Kek B CKa3ske, ZOOeBUACA eme OAMH, 
MOpaaTHM ZAobKa B ApanmoBOM MaseToO. Teneps 
aon MuvTaA 6H B MOJHOM NopagKe, Ha BHCIeM 
YpoOBHe. 

- BH MHe mepROe MeCTeUKO HE yCTyMutTe? - 
o6paTusicA MlocAeaqHUKM NaccaxMp K MepBOMy, TO 
ecTb KO MHe. - YcTymutTe, moxenyhcTa, mo- 
CKOJbKy A TYOeEPKYIeE3HHL UHBAIND « «, BH He 
CMOTpUTe, UTO A TAKOK 370poOBHyK. 


ly, Aksenov, "Tovarise Krasivyj FuraZkin," Zal', cto vas ne bylo s 
nami, 296. 


2Ibid., 297. 
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5.7 The above-described stylistic feature of intrusions/self- 
revelations in the lst person by the narrator has several strategic 
purposes. First of all, it allows the creation of an unusual and 
effective combination of the internal and external viewpoints of the 
main characters, particularly in those cases where the narrator in the 
lst person suddenly turns up as one of the minor characters. Secondly, 
it provides an interesting insight into the marrator as narrator. A, 
Bitov's 'Penelopa,'"' for example, not only presents the spiritual odyssey 
of a young man of the 1960s, but also expresses the preoccupation and 
concern of the narrator with his own narrative, particularly his pre- 
occupation with exactness and explicitness in conveying the complicated 
and intricate thought processes of his main character. This device also 
establishes a very clear-cut distinction between the narrator and the 
main characters, 

These lst person narrative intrusions/self-revelations are the 
result of operations which draw attention to the narrative itself. 
Although the focus in a work is on the symbolic meaning and on the main 
character, there is at the same time a double focus, for there is a 


focus on the focusing itself. 


SES) First person narrative intrusions/self-revelations were only one 


of the stylistic features typical of Narrative Mode 2 of gorodskaja 


molodaja malaja proza. 


In this Narrative Mode 2, the omniscient 3rd person narrator of 
socialist realism style, who in a monotonously uniform and monumental 
manner described everything the characters saw, felt, and did, had disap- 
peared. The main operational strategy of this Narrative Mode 2 was to 


present everytning from the point of view of the main characters. The 
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strategy was to present their inner worlds and perceptions by means of 
their own monologues, dialogues, thoughts, and particularly their DIM 
and JIM. This 3rd person narrative was strongly oriented toward the 
self-expression of characters. 

The wide use of DIM and IIM was another stylistic feature 
typical of Narrative Mode 2 of gorodskaja molodaja malaja proza., In 
many cases, DIM and IIM simply conveyed the main characters' feelings 
and emotions, as if reproducing what the characters might have said on 
the occasion, had they been thinking aloud. These DIM and IIM usually 
ranged from a brief sentence to half a page. They usually occurred at 
emotional moments and tended to be in the form of exclamations and 
questions. In some cases DIM merged into IIM and vice versa. Here is 
an example: 

OH ew, PrAAZA mepegz cob6ok B cTeHY, HO 3Had, 

uTO 3& CMUHOY y Hero eCTb ABepb, KOTOPAaAR 

BeleT B Takyl ke OOWMNPHYW KOMHATY, a& TaM 

TOXe DZARepPb KU ONATb KOMHATa, Takawn Ke yc 

Taf, KaK M @Be mepRHe. HuKorga OH He Ay- 

Mal, UTO eMy OygszeT HEMPUATHO U3-3a U3Z6HT- 

Ka RMIMIOMAanZKMe. UTO OH O6yseT FenaTb 37eCb 

ONMH? Hagwexgan Ha MpwoOaBsenne cemercTBa 

HUKaKOM: VUnHa B MocKBe. Xa, mpuezeT ona 

coga, Kak me! M3 MockBH cona? M3 MocKBH, 

rae CTOJbKO MVHTeEpeCHHX peOAT, @pTUCTH, xy- 


JORHUKM, TOSTH, ge OyzyuMM meTom OSyzeT 


BCCMMDPHHY decTuralb. Het, OpaT SeqeHKH, 
“wllmnm-Ka TH ce6e ceBepHyW KpacaBnuy: 


This kind of DIM and IIM was no difterent in lexical items, 
syntactic constructions, and, most significant, in its function ina 
narrative text, from the direct speech and thoughts of the same characters, 


The only difference was often that of punctuation and some pronouns and 


ly, Aksenov, ''Kollegi," Zal', tto vas ne bylo s nami, 36. 


Pi > Se cai DR A 
| ’ ; v= (a ¢ et 


fy ay ie 
i te SOT ied et - My bP va | “Jy baa -ataaie 


4 danaead: ete stone “i sate 
Ait ee 


er s'de'p 


iiivis terseng ea Mi SAR Re ee 


oben eee 
Bi shed Goria t Ags be ty. £ net | wv 
A xn bias trad fa na Baar 


¥ cia ke SIO IUSTS > ae wed goiscbiragen nM, oo 


: N's ae 

ss ware, ne a “ 
ay a 

“ac Tia od ‘apnaaaion Agkad & 


\ ayer (aes a0} 
Bi ane eae SAY) is 
4 


ota io wea aap ale oh Jonna. bas 23mm 
NCE Ge bits Ca 


a 


wy 
i ye 
baa MES ani nets om ee wy anesinnas 
opty 
i 


7 = 4 
~ rik 
a we 
t J 
oh d 


id “p 
ne \ Pr 

“i> > 
ez et is eh e 

ca SAT Re 

‘ 
4 ( 

a) 


a nd serisiut ‘Auk a 


7) Mins 


aaa, ‘Saree Sey bi ee ae 


wee 
on 


122 


verbal forms, which is evident from the fact that in some cases the 
punctuation in the first publication of a work was changed in subsequent 
publications. For example, the following section of the text of A. 


Bitov's ''Takoe dolgoe detstvo'' originally had the following punctuation: 


direct 2 A P 
speech POHEHKO, sapem6a, MpMroTOrMTbecaA. 
1IM of the Ckopee OH BH3BaJM... O, wept. Tpaz- 


ceT, Kak coOaKy. Kou TYT. CwAOBHO Te6A 
B UTaIMO OTMIpaBAWT. ByHwa OH y Hero ha- 
MUJMA Ha "A".., 

- UBaHoB A.A., MBaHOB A.B., mpuro- 
TOBUTbCA. 


main character 


TIM Ckopee On... VM caro. 


- WpeHosB %.%., Mromwuu, MpuroTroruteca. 


oh HeKoHen-To uepe3 KUBAaHOBHX Mmpoye3an. 


- IIPMrOTOBMTbCA... 
- IIPAPOTOBUTbCA... 
- KamMTOHOB, KelmycTMH, MpPMrOTOBUTbCA... 


vhs Kakoxw KenycTun? Emme ofuH KanycTuH? 


TaynocTb Kakan. oOTO me A KarllyctTuH. 
When the povest' came out in a book edition, the last two IIM and DIM 


of the main character in the above quotation were placed in quotation 


marks, which turned them into that character's thoughts. 


a9 Altnough this particular way of using DIM and IIM was not par- 


ticularly different from the one found in some works of socialist realism 


1, Bitov,"'Takoe dolgoe detstvo," Junost',: 11 (November 1964), 
39. : 


2a, Bitov, Takoe dolgoe detstvo (Leningrad: Sovetskij pisatel', 
1965), 156. 
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style, its wide use was the distinguishing factor. In some works, how- 
ever, DIM and IIM were used in a way that was new for that period of 

the development of Soviet prose. DIM and IIM were used to convey feelings, 
emotions, and the workings of the mind which lie deeper than thoughts 

and cannot be simply equated with them. They are used to convey what a 
character may not be able to express himself directly. For example, 

here is the initial characterization of the truckdriver Kirpicenko, the 


main character of V. Aksenov's short story "Na polputi k lune": 


MoxeT, Bam KOde TIpuHecTu? 
MORHO. 
Ilo-BOC TOUHOMY? 

cs 3 We 

- Kode MO-BOCTOUHOMY, - TOpxecTEynHule 
TIpomesta OPUMMeaHTKa KM MOMAHIAa MO mpoxogy. 

"RpyHgoa, 6a6a kak 6a6a", - yomoKauBadl 
ce6a Kuvpmm“ueHKO, JAA ev BCHeL. 

"RpyHaa, - AyMasw OH, MOpmacb OT PoJOB- 
HOX 605M, - OCTanOcb 50 MUHYT. Cehuac o6"aBAT 
mlocagkKy UM 3HaTb TeOA He 3HAIM B 3TOM Tropose. 
Topogz Toxe MHe. YTopogz-ropogzoKk. He MocKBa. 
MoxeT, KOMY OH KM HPEBMTCAH, MHE JMUHO He TO, 
uTO6H OUeHb. Hy ero Ha mur! Moxer, B gzApyron 
pa3 OH MHe TOHpaBMTCcA",. 

Buepa OHJO CMJbHO BHTIMTO. He TO, UTO 
OH YR IpaAmo "B JOCKYTH", HO KperkKO. Buepa, 
TlozseBuepa M TpeTbero AHA. Bce - H3-3a 3TOrO 
rega BeHuuka uv ero gZpaxahmer cecTpyxu. Hy ‘ 
K pacKOJOIM OHM Te6A Ha TBOM TpyZOBHeE py6sn: 


In this opening dialogue with a waitress at the airport cafe, 
Kirpicenko says only one word and one interrogative interjection, but 
they are quite economical and effective clues to his character. To the 
question of the waitress he does not answer with the customary "Da," or 


"Da, pozalujsta," or "Da, spasibo," etc,, but with a rather colloquial, 


ly, Aksenov, "Na polputi k lune," Na polputi_k lune, 150. 
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slightly rude, and pretentious "Mozno." Her next question, however, 
throws him off balance, he gives up all pretense and simply lets out: 
"A'?.. She easily wins in this brief exchange: the narrator confirms 
her victory with the remark "torZestvujusce propela."' Her easy victory 
over the provincial show-off bothers Kirpicenko and he thinks: "Erunda, 
baba kak baba . . .,"' and again the narrator confirms: "uspokaival sebja 
Kirpicenko," 

The next paragraphs of the above quotation continue Kirpicenko's 
characterization and expand on the setting and situation, The first 
paragraph is the expression of Kirpicenko's thoughts; the second--his 
IIM, which in the last sentence merges into DIM in the form of an address 
to himself. This IIM continues the chain of thoughts expressed in the 
first paragraph, and there is no change in the lexical items or manner 
of expression, Such colloquial expressions as ''ne to Etoby," Umu,!' etc. 
and constructions with the 2nd person singular, which occur in both his 
thoughts and in his IIM, indicate that both are Kirpicenko's inner 
reactions to the situation. 

However, in this case the division of his inner reactions into 
two different formal expressions--his thoughts and IIM--significantly 
adds to Kirpi€enko's characterization, Here IIM is not simply a slightly 
different way of expressing a character's thoughts. Kirpicenko's 
thoughts in the above example are a bravado, a kind of cheer-up speech 
to himself after the unpleasant incident in Xabarovsk. His thoughts 
express the sort of things he might have said aloud if anyone had been 
listening. His IIM, on the other hand, reveals the reason for this 
bravado, a reason of which he is aware, but which he could neither face 


openly nor admit to himself, This type of IIM cannot be simply taken as 
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the character's thoughts: it deals with a much deeper level of human 
emotions. 

Although by no means a new device in literature, the aneatance 
of this kind of IIM in the works of gorodskaja molodaja malaja proza 
stands in direct contrast to the descriptive narratives of the works of 
socialist realism, which dealt exclusively with the fully conscious 


levels of the minds of the characters. 


5.10 Another stylistic feature of gorodskaja molodaja malaja proza, 


which, too, sets it in sharp contrast to socialist realism style, is 

the presence of another type of DIM and IIM, particularly of the latter. 
In this type, a character's flow of thoughts and emotions is presented 
in a way that is obviously beyond the verbal capacity of that character, 
In this case the narrator presents the deeper feelings and emotions 

of his characters by means of DIM and IIM, which differ considerably in 
lexical items and syntactic constructions from the speech of those 
characters. In other words, the narrator uses DIM and IIM to express 
what a character feels but cannot possibly express or consciously think. 
The point of view is that of the character, but the linguistic expression 
is that of the narrator. 

For example, the same Kirpicenko in Aksenov's "Na polputi k lune" 
is as limited in his power of expression as any average young truckdriver 
from the Far North would be, especially the one that was brought up in 
an orphanage, left school after the seventh grade, and spent three years 
in one of the Saxalin prisons. All the instances of his direct speech 


and some of his IIM reveal both inarticulateness and limited expression, 
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° ° Vv 4 
His typical responses are: "'Cego?", "Nu, Ge ty, ée Vas Os avin 


"Konéaj," "A nu-ka valis' otsjuda," "Spokojno,'' and so on. 

However, his complex emotions after making love to Lariska in 
Xabarovsk or falling in love with Tanja are expressed in the work through 
his DIM and IIM where the narrator expresses what Kirpicenko cannot 


possibly verbalize himself. For example: 


OHa 3akpyTusTacb MO KOMHaTe. W6uO0HKa ee 
WJIecKaiacb EOKpPyr HOT. KwpmmueHKO CHAI Tiac- 
TUHKY KM nocTaBua "Puo-putTy". [loTom OH MaryHyJ 
K Japucke KM CxXBaTUI ee 3a neu. 

BoT Tak BCerga, KOrgZa NadbunH CKONb3AT 
TIO TBOew mee B TeEMHOTe, K&aReTCA, UTO STO MaJib- 
UH JYHH, Kaekan OH ZeleBKa He Jiexasa pPADOM, 

BCe paBHO m10CJe 9TOrO, KOTAZa NaJibunH TporantT 
TEOW mew, - Hafo OH AZaTh ew NO pyKaM, - KaxeT- 
CA, UTO STO MaJibUH JIVHH, @ CaM@ OHA BHCOKO XM 
CKBO3b 3amMep3llee CTeKJIO MOxXoxa HA PACTIJHBIMK— 
CA KeJITOK, HO 3TOrO He 6HReeT HUAKOrAAa U HE 
oO6OMa@HHBak ce6a, OyfzeT JM 3TO, Tebe yee £9, KU 
BCA TBOA HesJanhHan KM JagqkHaA, BCA TBOA paciipe- 
KpacHan, KAPKESA, XOJNOZH@A RAZHb, KAKAaA OHA 

HY Ha eCTb, KOrgZa MaJbuMkKM Ha Wee B TemMHOTe, 
KameTcH, UTO STO... 


The long sentence which takes up the entire second paragraph of 
the above quote is Kirpicenko's IIM, expressed by the narrator. Its 
broken, somewhat irregular, repetititous syntax conveys Kirpicenko's 
state of mind and introduces the symbolism of the moon into the story. 

In another example, the emotions of young Dimka Denisov, when 


he falls in love for the first time in his life, are expressed as follows: 


JvuMKa cue Ha Tage A CMOTpeT B MOpe. OH 
BHUNETEAbHO CJCZVI 3a OFHOY TOUKON, ese BUAHOY B 
paciwaBJeHHOM OjecKe BOJH. OHA ABMTasacb B Xao- 
ce ~pyrux ToueK, HO OH HM pa3sy He NoTepsd ee UB 
BUY, MOK@ OHA He Mcue3ta coBceM. OH NOfyMeds: 


ly, Aksenov, ''Na polputi k lune,'' Na polputi k lune, 153-154, 
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HHpHYJa Tamka, UHTepecHO, CKOJbKO Mposeprntca, 
roe 3sTO OHA TAK XOpOWO HayuMNacb MIaBaTb? OH 
yYBUAeI: B OJETHO-3eNCHOM, MepeJMBAaWMeMCA CBeTe 
CKOJb3MT PM6KOe Teo. OH NouyBCTBOBasI: Pasa! 
Tama! Yana! On nouyBeTBOoBaa cTpax, Korga Pana 
BHUJIa US BOAH KU HampaBusacb K HeEMy Cc COJHEUHOK 
KOpPOHOKM Ha romy6oKw rosoBe, co cBepKanmumu mie- 
uaMU KM TeCMHHM JMUOM. Ha Muinmwe BRpyr BCcexX TOUHO 
BeTpomM cyfyso. VUcue3mu Boe ceMbu wu OTZHxXabmne 
OQUHOUKN, KU KPyRKM BOMEVOOMUCTOB, M MeEAKOE RyJbe, 
KU cOAMfHaA ImeHa, Kh uutTawmne, vu Kypamue, mozospu- 
Te€JbHHe KAOUHKU KM cnacaTetbHaA CTAHIMA, CJOHH XK 
mupegH c feTcKOKM mWsomagKu, Kw camMM WeTU, Kacca, 
AMpekimaA, OyheT M MmMKeT MUIMIMU, BCE OKYPKK, AMU- 
Haff CKOpJyna u OyMamRHHe CTAKA@HUMKN, NemAaKK, MAaUTA, 
CKYJbIITypHag Ppynna, BesOocuneqH KU KyUKU OeRAH. 
Bee. MUnet Tang. C KOpOoHOM Ha ronmy6ou%k rosoBe. 
C TeCMHHM JIMIIOM. 

APpognTa pogzvnacb M3 MeHH MOpCKON’ y ocTpoBa 
KputT. 

A Taant? 

Heyrxesu B pogznome [payspmaHa BOM3u Ap6aTa? 

B cymHOcTK, ApogszvATa - ZOBOAbHO TOJCTAaA ReH- 
WUHea, A BUDZeI B My3ee. 

A Tana? 

Tawa cTpo“Ha, KaK KapTMHKa O6mecow3sHOorO lo- 
Mea MOgZeser. 

UTO 6H A CHeJan cehfuac, ecIM OWN OHI PpPeKOM? 

APpeCBHMM, KOHEUHO, HO WHHM KM MOIWHHM, TOUHO 
Tepaks? 

O Pagan! 

H OH CxBeTUJ ee 37eCb, Ha TycTywmemM MwAxe. 

Ha MOTODMKJe WpomuescA OH C Hew Yepes Tasm- 
JUH KU Tapty. 

CHAI OH PAyuUUNTedb, UTO6 SHO MOxXoORe Ha pom 
KOJEC HUME. 

H 6H yHec ee B ToOpH, B xpam AdpoguTH. 

KEury JHOBM MH WpousM OH TAM OT KOPKK JO 
KODKM. 


In such cases the narrator conveys the feelings, emotions, and 
the stream of consciousness of the main character by means of DIM and 
IIM, the language and expressiveness of which are beyond that character, 

These DIM and IIM do not necessarily take the form of lengthy, 


complicated sentences or use extended imagery. They may take the form 


ly, Aksenov, Zvezdnyj bilet, 23. 
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of one word, or even the repetition of a word; in the following example, 


the repetition of a word 'devuSka" suggests Kirpicenko's feelings 


toward her: 


gapeBeJM MOTOpH. Baobka o6mnpasne vu BrKxo- 
MOJKY KpecTUsacb. MOpauoK ycuseHHO ef nogz- 
paras Ui KOCUI rasa: cmeeTcaA mu KupmuueHKo? 

A TOT BHBOpaUMbed mew, TAAZA kak AeBYyIKe, 
fepyukKa, DeByUKa HOCUMTP KyZa-TO MastbTO KM WMKHeIN. 
A MTIOTOM OH@ MOABMIaCb C MOZHOCOM KM yrocTuaa 
ECeX KOHheTaMM, @ MORET, HE KOHHeTAaMN, a 

Pee or CaMOpOaZKeaMu, TIMJOIAMKN OIA 


cepaua. 


eg bp The narrator in Narrative Mode 2 was, so to speak, doing his 
best to let his characters speak for themselves and taking over only 
when the characters could not. This narrator was, especially in the 
earlier works, sympathetic and approving of his young characters, In 
his intrusions he often encouraged, supported, and helped them. As 
gorodskaja molodaja malaja proza developed, however, the attitude of 
this narrator gradually began to change from the complete support of 
his main characters to a more analytical and questioning attitude. 
Some of the best examples of this analytical attitude of the 
narrator may be found in A. Bitov's works. Bitov's narrator is par- 
ticularly interesting because this narrator directs his analytical 
attention not so much toward what his main characters think, but more 


toward the ways in which they think, or rather fail to think. His 


povest' "Sad," for example, is a close examination of several days ina 


ly, Aksenov, "Na polputi k lune," Novyj mir, 7 (July 1962), 91. 
In the text of ''Na polputi k lune" in the collection Na polputi k lune 


this repetition of "devusSka" is absent, unfortunately, as its absence 
impoverishes the work. 
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young man's life. This young character, Aleksej, is in love with a 
separated woman who is much older than he is and who seems to be using 
him. - Because of his emotional involvement with her, he fails to do well 
in his examination and even steals some money certificates for her. The 
povest' consists almost entirely of Aleksej's IIM and thoughts. However, 
the narrator steps in from time to time and incisively analyzes Aleksej's 


inability to be honest with himself. For example: 


Tak ZyMaTb OH HM B KOCM CJyuae He MOT, 
OH O6pochs MHCJb Ha NOAMFOpore - Aatbiie Ama, 
TiponmacTb, WaraTb Tyfa He xoTeOCcb, Tak yRe 
TIPMBHUCH OHJ) MCX@HY3M STON MEHCIM UY MEXAHASM 
ee K“386eCTaHMA, UTO,K HeEIb3A OHIO yRe FOBOPUTb, 
uTO OH TAK qymen. | 


Bake This kind of Narrative Mode 2--mostly from the point of view 

of the main characters, with their DIM and IIM, with the occasional 
intrusions of the narrator in the lst person--points to one of the main 
stylistic characteristics of the entire gorodskaja molodaja malaja proza: 
its whole narrative structure is oriented toward all forms of characters' 
discourse--direct, DIM, and IIM. 

The above conclusion is extensively supported by the fact that 
Narrative Mode 3 (lst person narrative by one of the characters) was 
just as widely used as Narrative Mode 2. 

Some of these works were in tne form of a diary, as, for example, 
A. Aleksin's ''Moj brat igraet na klarnete,"' or V. Banykin's "Andrej 
SneZkov ucitsja zit''; or in the form of a cycle of letters, as, for 


example, in V. Krakovskij's "Pis'ma Sasi Bunia"; or in the form of the 


1a, Bitov, "Sad," Datnaja mestnost', 141-142, 
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main character's notes, as, for example, in A. Kuznecov's "'ProdolZenie 
legendy."' 

In other works the main character was simply narrating the 
story in the lst person. In all these works, no matter what the form, 
one of the initial operations was to delete linguistically, though not 
semantically, the lst person narrator and to assign the lst person 
Narration to one of the main characters, 

In the works of Narrative Mode 3 of gorodskaja molodaja malaja 
proza the lst person character was always one of the main characters, 
Never a passive witness or a minor character. This lst person character 
directly revealed his own ideas, views, attitudes, actions, feelings, 
etc., as distinct fron those of the narrator. 

The deleted narrator's attitude to the lst person character was 
usually the same as tnat of the narrator in the Narrative Mode 2, 
discussed in section 5.11 of this Chapter. In both modes the narrator's 
attitude and position are the same: slightly above that of the main 
character, i.e. the narrator is more knowledgeable, wiser, more insight- 
ful, and quite sympathetic and often analytical. 

To detect the deleted narrator's semantic presence and attitude 
is not always easy in the works of this Narrative Mode. He is usually 
clearly noticeable in those sections of the narrative, where the vision 
and judgements of the main character are limited by that character's 
position in a certain situation and where the deleted narrator reveals 
his wider vision and knowledge by means of the very structure of the 
narrative. 

For example, the symbolic meaning of V. Aksenov's short story 


"S utra do temnoty" is the young man's progress toward maturity. In 
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this work the young man who is the lst person main character begins to 
tum from a bored post-graduate student into a devoted medical research 
scholar who understands the significance of hard and sometimes dull 
laboratory research, The first indications of this change are not 
immediately noticed by the lst person character himself, but the deleted 
Narrator draws attention to them. For example, when the lst person 
character first learns that his girl-friend's father has inoperable 
cancer, he comes out into the corridor, where the unsuspecting Lena and 


her father are waiting: 


Tomine Bpaue c PrpoxoTom MpKnogzHMMaeTCA co 
CTyJbeB. AH Ne€PBHM BHCKAaKMBaD B KOpMgZop. UTo- 
TO B HEM K3MEHAITOCb. BeEpOATHO, STO mMTa OONb- 
HHX, YCT&BMBIMXCA H@ MCHA. 

A ote JeHH CNOKOMHO UMTEeT exeHETCAbHHY 
UIJNHCTPMDOBAaHHHM RypHan "OroHeK". TopuxnT ero 
cyxoe KOJGHO, OOTAHYTOe xopollehk cepow TKaAHbN, 
KM MOKaUMBaAeTCA BeEIMUKOJCNHHKM WePpHHM OOTMHOK. 

deHa SecenyeT Cc K&KON-TO KEHMMHOL. 

Bee 3TO B BHCMew cTemeHw cCTpaHHO. 

A mogxoRy K cJbuTyY rosoc JeHH: 

- K BH COBeDpIIGHHO BH3ZOpOBeEIM? - clipalmuBaerT 
OHA XeCHIIMHY. 5 

- fla, COBepmeHHO, - OTBeUaeT TA. 


Later, on the street, as he parts with Lena and her father, the following 


paragraph occurs right in the middle of the parting scene: 


Ha yaume MmpogormeeTcA CONHEUHHK BeTpeHuy 
eHub. Ha yray TOpry)T MOpoxeHHM. I[ly6nuka TOI- 
IMTCA BO3Ie ABTOMATOB c PasMupOBaHHOM BOOK. 
TaReHy’ Mpy30BMK c IIpMuenmomM Be3seT OeTOHHHE MIU- 
TH. MusaIMmMOHeEp B rosmyook pybalke 6erom nepece- 
KaeT yamMuy. IlpoxogaT TypMcTH c HeENOMepHO OrpomM- 
HHMM pOK3akaMM. Bchway Ha JOTKAX Macca KJYOHMKN. 
TeMHO-KpacHHe POPH KJyOHUKM.  PocKOWHHe SoMoou- 
KK C 3@C0e@HHNM XBOCTMKAMM KM MATHeE ArOAH. AyRUu- 
IH KpeécHOoro coke. UYepHye MaJibuH MposeaBmnn. 
Adcvume meTHero MO3MK-xOJNa. TlapeHb Mponzedt B NO- 


ly. Aksenov, "S utra do temnoty," Katapul'ta, 11. 
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Tpacaiweys pyOauke. ABUKb-A3KHb - NazavT moHeT-— 
KU. KTO-TO WetveTCA, PeackpHTH B xoxoTe poT 
3@ cTekIOM Tenemoua. | 


In both these examples the lst person character is simply made 
to narrate his immediate reactions and perceptions, to narrate only 
what he sees and feels, not yet fully realizing the significance of this 
Mew vision and awareness, of this sudden feeling of estrangement from 
ordinary everyday reality, of this keen perception of the fullness and 
appreciation of numan life, when confronted with the vision of imminent 
death. The above examples show how the narrator brings this out without 
the lst person character's awareness and reveal his own organizing 
force and semantic presence. 

Another Sete of the semantic presence of the linguistically 
deleted narrator in Narrative Mode 3 is the device of sharp juxtapositions 
of the world of adults and the world of children and of the games adults 
play and the games children piay in Aksenov's short story "Ry Zij 8 togo 
dvora.'' In this work, the lst person character is only partially aware 
of the superficiality, emptiness, hypocracy, and artificiality of the 
adult world of which he has now become a part. The contrast between the 
adult world and the world of children is strongly suggested by the 
deleted narrator through the operation of the constant shifts between 
the scene in a restaurant and the memories of childhood. Some of these 
shifts take the form of alternating sections, while others occur within 


one paragraph, or even within one sentence. Here are some examples: 


OH OTOApas OT EHYTpeHEew CTeCHKK ABe ZOCKK 
“i OKYHYI UX B OUKO. | 

- OTKpHBew ZBepb. - 3a0peJsl OH. - OTKPHEAY 
UBepb, M MyCcTb YBMZAT, UTO OTCHAe BHAT 
MYKUMHH, @ He M@MCHbEMHH CHHKM. 


ly, Aksenov, "S utra do temnoty," Katapul'ta, 12-13. 
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) 

A pacnexHyJ QEepb, KM MH BHM, Aepxa me- 
peo co6o0K%, cJOBHO AomaTH, BOCKK. 

MH IIpOMWJIM HAaMCKOCOK uwuepe3 Becb ZEOpP, sa- 
me He PAAQA Ha CBOMX IIPOTMBHAKOB, PAAZA Kydan- . 
TO B Ja3ypHHe HeOeca, B MAaJlAXMTOBHeE HeSeca, B 
MOpPCKMe JyuesapHHe Hebeca, ob6emanume 601bmyn 
KM3Hb M IloMHESMW, MU raAgAR ele vuHOrgZa wepes 
Weuo, HA€ OKHO TpeTbero 3TeRea, B KOTOPOe BHCTa- 
Busacb rouyoaRn Kw HaLyTaR AcbKa. 

OcT@TOK DHA MH WpoxoxoTammK 3a neuKon, Kak 
TLOMOBHE... 


C aHTpecosenw 3a HANOMMHaAZ 3aKnnanmnh 
CyII, MHOTAZae ropoxoBHh, uHOrgsa samy. ITo 
C NepBoro Barsnga, @ MOTOM yee pasmMuanncb 
pacnwacTaHHHe UuMKeH-Tabaka, OMMETKK KMEKDH, 
SHAKOMEHE JHCUHH, 3AJHCMHH, MpOJHCMHH, BMIIe- 
JHCKHH, KOHTDPJHCMHE, MpOOOpH JIeBHe, Mpo6o- 
PH IIpabHe, MpOpeKTOpH KM peKTOPH, cnmopTcMe- 
HH, JCBMUH, SHrMOCaKCOHCKaA cemehKa 3&2 MOMM 
CTOJNOM KM OJAKEHCTRYWLUMY NepeBOAUUkK. 

fo MOcTORZ HeEMEOPO Ha O6aNKOHUMKeE, C KO- 
TOporo MHe Bcerga xOTeJOCb CMPHrHYyTb, ¥ 
CT@A CMYCK&aTbCEs. 


eeeDOKaA HE BepHysach c BeuepHek cmMeHH Te- 
TH, & Tlocwe, c66€zaB BO ABOP, KpyRMIK B TeM- 
HOTE MeRLZY JMMEMM, Kak JETyUMe MHIM, Bep- 
Hee, K&aK Tropgzne aibOaTpocH ATJA@HTMKK, a 
mocuie, B306paBlmcb MO EOZOcTOUHOK Tpy6e xu 
TponmaA TlO KApHMSy, MO 6omOpampee, O6pocusnu 
AcbeKke B HoprouKy 3anmmcKky. kK a, raynen, 
UYBCTBOBAI, UTO 3TO HOUb Hamew mo6egzH HK 
Ta“vHH, M, NMepemOAHeEHEHKM BOCTOproM, ye He 
oTzeina ce6sa oT Pumero, ga wv cefuac a,ray- 
Tiel, BCIOMMHAD STY HOUb C TpoxsagzHHM mesie- 
CTSUMM BeETPOM, Cc TaecHyMMM KM pe3sropanhlmMMuca 
3Be32@MM, KAK CBOW COO6OCTEECHHYW HOUb. 

Ha czezyouuni DekHb A HUK@K He MOF ZOKNC- 
KaTbcA Prmero, moKa He NOHAJ, YTO OH B OB- 
pare Ha [oLsyRHOW. 


The sections numbered here I and III are one continuous stream 


ly, Aksenov, "RyZij s togo dvora,"' Zal', €to vas ne bylo s nami, 


330-331. 
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of childhood memories by the lst person main character. His sudden and 
brief return to the reality of the restaurant in which he is sitting 
occurs in the middle of the sentence which further emphasizes the 
abruptness and suddenness of the shift. This shift, as all other shifts 
in this work, puts the two worlds in sharp contrast and reveals the 
controlling and organizing force of the narrator. 

In the following example the war cry of the childhood fight is 
inserted in the middle of the polite conversation of the adults in the 
restaurant. Again, the deleted narrator underlines the main message 


and controls the narrative of his lst person main character. 


PuxMhM MOZHAT KAKYW-TO MaJky, a MHE CYHYJ 
KyYCOK KuvpmiMmua. 

- MH CIMHe K CIMHE y MAUTH, NpPOTMB THCA- 
uk BoEBOem! - 6elleHO KPMKHYX OH MHE B JMOO. 

Hac OKPY#UJK, UYU MH OOOPOHAIMCb, KPYTA 
HE POJOBAMM.ec. 


- ...A... KUHTpadbwhe TY © Maki OecT (peu... 
TIpMcagveM, momasyy, 3sfecb. YoT ZY © YOHT? 

- [10M3, NAM3, WMS, NAM3S, MANS, CUJlb BY 
TIJIe 

- .. -KHMponu Kw nmanky, KMpmmMu wv nasaky, KUp- 
TMu Uv MalKy, wept BORbMU. 

- ...-KaBMep 3epHMcTHM, TawcuHt vu mpouny, 
UMKeEH-TabEeka, BOLZKa? 

HocaezoBasja cepvA KOHTA&KTOB MOL o6mmu 
HE3BaHNVeM “BCeEMAPHO M3BECTHEH palieH CTDPOHr 
BOpKa"; B8eKvMONOHMMabUMe yAHOKN, NOJMMrMBe- 
EMA, agOpM3sMH, MOK@ C KOpOTKMM XJIONaHbeM pex- 
MeT OOCYRDZECHMA He OH MpOnmyleH BHYTpb, OW Ze 
6ecT. 

- CKaguTe, MpaBzea JM, uTO B OBSepe LOx- 
Hecce ®KBeT HEOeCSH3SBECTHHY NIeEsnosaBnp? 

- [Typ-p-p, wnkeH-Ta6eka, - HO B TO xe 
BpeMA BHMMAaTeJibHHe yllM - K MepeEOAUUKy. 

- Vec, MT JIMUBS... 

TyT ye nepeRoguNk, mah SecT ¢peHyz —- BH- 
CT&@BUB yliIKK - BeCb BHMMEHKMe, MpollescKn MO KO- 
cTouKaM, XD-D-p-p-p-P; KX-KX~-DY« + 
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QOIRC€H TIOKUHYTb Bac HA HECKOJbKO ITyYCTAKOBHX 
MUHYT. 

Bb TyaseTe Bosse Oaukea OHIa HAalaApanaka 
myTKa: “bap@HKMH, MONUK. 68 OTZeENeHKe MKYIK- 
mu", AH SHANA ABTOPa MyYTKN, HO HE CTA Ay- 
MaTb O HeM. AH MAOTHO MPMKPHA DZRepe UM MpK- 
CAOHMICA K cCTeHe. 

~ eeeKNpmmyu uw nanKy. - Boppka, CrapKa, 
CepexkKa K O6paTbA AKOBJeEBH, yue ne. HO OCTODPORHO 
PexTyA, OpasuM HEC B KOJbIIO. 


ey Another stylistic feature of gorodskaja molodaja malaja proza 


is the ordering of some works by means of an inclusion of large blocks 

of one Narrative Mode within another, particularly, large blocks of 
Narrative Mode 3 within Narrative Mode 2, sometimes to the extent of 
almost eee ranadowine the latter. Sometimes, within Narrative Mode 2 

there were several lst person main characters. Some typical examples 

of this ordering operation are V. Aksenov's Zvezdnyj bilet and "Apel'siny 
iz Marokko," A. Gladilin's Istorija odnoj kompanii and "Pervyj den' novogo 
goda,'' S. Laskin's ''Bol' drugix," and many others. 

The narrative text of Aksenov's Zvezdnyj bilet, for example, is 
ordered in the following way: part I is the lst person narrative of the 
elder brother Viktor Denisov; part II is a 3rd person narrative mainly 
from the point of view of the younger brother Dimka Denisov and occasionally 
from the points of view of his friends; part III is again Viktor's lst 
person narrative; and part IV is Dimka's lst person narrative. A similar 
ordering occurs in Aksenov's "Apel'siny iz Marokko,"' which consists of 


18 numbered sections, only one of which--the 1l7th--is a 3rd person 


Ivy, Aksenov, "RyZij s togo dvora," Zal', éto vas ne bylo s nami, 
328-329. 
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Marrative. All the rest alternate between the lst person narratives of 
5 main characters: chapters 1, 7, 15, 18 are lst person narratives by 
Viktor Koltyga; chapters 2, 6, 10, 16 are lst person narratives by 
Nikolaj Koléanov; chapters 3, 9, 12--by German Kovalev; chapters 4, 8, 


14--by Ljudmila Kravcenko; and chapters 5, 1l, 13--by Koren' Kost jukovskij. 


5.14 In the decade or so of its existence and development, gorodskaja 
molodaja malaja proza began by presenting, figuratively speaking, colour- 
ful snapshots of rather self-conscious, daring, eager and somewhat 
confused young men in the process of searching and growing-up. It 

ended with very detailed close-ups which strove to expose not only the 
thoughts and feelings of these characters, but also to suggest, in 
varying degrees of explicitness, the presence of the camera and a 


consciousness of that presence. 
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CHAPTER IV 
THE STYLE OF DEREVENSKAJA MOLODAJA MALAJA PROZA 


1. Introduction 


od Derevenskaja molodaja malaja proza appeared in the early and 


mid-1960s, much later than gorodskaja molodaja malaja proza, and 
continued approximately until 1970 or the early 1970s. Gorodska ja 


molodaja malaja proza was a literary phenomenon which sprang up 
immediately after the heyday of socialist realism (the first works of 


gorodskaja molodaja malaja proza date from 1956) and was a significant 


part of the general break away from the rigid tenets of socialist 
realism. Unlike it, derevenskaja molodaja malaja proza was preceded 
by several post-Stalin literary developments in the treatment of the 


theme of Russian peasant life. A brief discussion of these developments 


will help in an understanding of some aspects of derevenskaja molodaja 


malaja proza. 
i nee The so-called kolxoznye romany of 1946-1953 were the typical 


representatives of socialist realism style, the only distinction being 
that the action took place not ina factory or at a construction site, 


but in a kolxoz and the main character dealt with kolxoz problems. In 


lfor a list of the main works of the derevenskaja molodaja 
malaja proza see bibliography for the Chapter IV. 


13/ 


i 


tus NE Rian eat ae her aeerge 


kk we ery mask ein 
* wove we 


ou dial a et Pe wna aoe 


Jak Deke tu, yaa bint ws mt. vita des 


i 


bala ostey « sees atalnet ) 


and 20 i Te ry a3 mh 


phnbe idm 2 sl eile te asonae sso i 


138 


other words, the conceptual elements dealing with the locality and 
background were different, but all the major features of socialist 
realism style, as discussed in Chapter II, were the same. Russian 
peasant life was only a backdrop to the expression of the symbolic 
meaning of the triumphant march toward Communism. 

From 1952 to the early 1960s, however, the theme of Russian 
peasant life was treated mainly in the so-called derevenskie o¢erki and 
ocerkovye povesti. Typical examples are V. Oveckin's "Rajonnye budni," 
"V odnom kolxoze,"' "V tom Ze rajone,"' "Trudnaja exenghad G. Troepol'skij's 
"Iz zapisok agronoma," "Odin seat, V. Tendrjakov's "Nenast'e," ''Padenie 
Ivana Gonpeuaen- E. Doros's "Dva dnja v Ritcokode the and many others. 

One of the tamed taeeny observable features of these works is 
their genre. The same phenomenon took place in this early derevenskaja 
proza as in its contemporary, gorodskaja molodaja malaja proza: a genre 
shift, 

These works were not strictly ocerki; they can perhaps be best 


described as a hybrid between ocerki and malaja proza, that is, short 


ly, Oveckin, "Rajonnye budni," Novyj mir, 9 (September 1952), 
204-221; "V odnom kolxoze,"' Novyj mir, 12 (December 1952), 187-209; 
"VY tom Ze rajone,'' Novyj mir, 3 (March 1954), 8-49; "Trudnaja vesna," 
Novyj mir, 3 (March 1956), 30-78, and 5 (May 1956), 37-68, and 9 
(September 1956), 121-178. 


2c. Troepol'skij, "Iz zapisok agronoma,'' Novyj mir, 3 (March 
1953), 78-112, and 8 (August 1953), 52-99; "Odin den'," Novyj mir, 1 
(January 1954), 99-122. 


3y, Tendrjakov, "Nenast'e,'' Novyj mir, 2 (February 1954) 66-85; 
"Padenie Ivana Cuprova,'' Novyj mir, 11 (November 1953), 104-134, 


4E, Doros, "Dva dnja v Rajgorode,"' Novyj mir, 7 (July 1958), 
3-27. 
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stories and povesti. Like o¢erki, these works gave a factually truthful 
account of some social situation or event; like short stories and 
povesti, these works presented these situations and events ERT eaen a 
fictionalized account. This hybrid nature made them too topical, too 
closely tied to specific events and problems in the Russian kolxoz 
economy of that time to have an enduring human interest and meaning. 

At the same time, their partial freedom from so-called lakirovka 
dejstvitel'nosti in the treatment of the Russian peasant theme prepared, 
to a considerable extent, the ground for the derevenskaja proza of the 


1960s in general and derevenskaja molodaja malaja proza in particular. 
Another literary development, which, together with derevenskij 


v A : : 
ocerk, was one of the predecessors of derevenskaja molodaja malaja 


proza, was the emergence, in the late 1950s, of what Soviet critics 
called liriceskaja proza. Many works of this liriceskaja proza dealt 
with the Russian peasant countryside and peasant life; some typical 
examples are V. Solouxin's 'Vladimirskie proselki" and ''Kaplja rosy," 

Ju. Kuranov's "Leto na Saverenta and others. These works, too, display 
a certain hybrid nature, as a combination of travel notes, lyrical diary, 


and socio-economic observations and ideas. 


ly, Solouxin, "Vladimirskie proselki,'' Novyj mir, 9 (September 
1957), 82-141, and 10 (October 1957), 75-134; ''Kaplja rosy," Znamja, 
1 (January 1960), 54-106, and 2 (February 1960), 3-76. 


25u. Kuranov, "Leto na Severe," Novyj mir, 7 (July 1959), 137-150. 


or bhabioge 4 


a fg utinels’ GAR ‘tien snaioaingy Fsien 


doy. da iqgee oot matin 4 


VOR NR. PAS 6 ye r amu aeraiay 2 


wal Wis it ios tren £ Lue we Sih eats sone: * 


, bot e¢ 4 Ag ee it" ote att eit, evil he ai amr m? 


i 


y ng 
Sk Z ‘ 
Be ek W de sabhoa al i Pi) 


Melman ihe been 99 by patho le 


Peek W hie en te ey his 


5 


naive rd 


VF mol) Bt sep suotcabish Me 


oT ity 


Piya 


Ame 


140 


2. Genres of derevenskaja molodaja malaja proza 


ae | Derevenskaja molodaja proza of the 1960s, like gorodskaja, was 


malaja: short stories and povesti. This orientation towards short 
forms was also combined with some genre experimentation. 

This experimentation was in several directions. One was oriented 
towards the so-called liriceskaja proza mentioned in the preceding 
section, where some works were written in tne form of an intensely 
lyrical monologue, overt or covert, without any plot or action, but 
closely following the narrator's movements, thoughts, impressions, 
deliberations, and descriptions--largely about the Russian countryside 
and life. Typical examples are V. Belov's "Na rodine,'"* V. Lixonosov's 
"Kogda-nibud',"' "Ljublju tebja svetlo' and "'Osen' v Tamani,"* V. Cybin's 
"Kapeli,"> M. RoScin's "Dvadcat' cetyre dnja v eagle and others. In 
contrast, the early liri¢eskaja proza of Solouxin, Doros and others 
combined the lyrical narrative with some socio-economic examinations of 
the problems of the Russian peasantry. Later the derevenskaja molodaja 
malaja proza which leaned toward liriceskaja proza focused entirely on 


the expression of feelings towards the Russian countryside. 


ly, Belov, ''Na rodine," Plotnickie rasskazy (Arxangel'sk: Severo- 
zapadnoe kniZnoe izdatel'stvo, 1968), 125-127. 


2y, Lixonosov, ''Kegda-nibud','' Golosa v tisine (Moscow: Molodaja 
gvardija, 1967), 307-324; "Ljublju tebja svetlo," Osen'v Tamani (Moscow: 
Sovremennik, 1972), 21-70; “Osen'v Tamani," Osen' v Tamani, 71-100. 


3y, Cybin, 'Kapeli,'' Kapeli (Moscow: Molodaja gvardija, 1972), 


4m. RoScin, "Dvadcat' Cetyre dnja v raju,'' Moscow, 10 (October 
1966), 116-139. 
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2.2 Another direction in genre experimentation was towards frag- 
mentation and cyclization, This direction had some precedent in 
derevenskie o¢erki, which often formed cycles, as, for example, V. 
Oveckin's Ra jonnye muaaa or E. Doros's Derevenskij dnevnik,? It was 
also noticeable in some examinations of the peasant socio-economic 
problems of the 1960s written by older writers such as, for example, 
P, Rebrin's "Golovyrino, Golovyrino . .. ," subtitled social'nye 
etjudy, V. Fedorov's "Sumka, polnaja serdec'' and M. Alekseev's "Xleb - 
imja suScestvitel'noe," both subtitled povest' v ee These 
works were usually ordered as series of stories, all about the in- 
habitants, problems and socio-economic history of one village or one 
region. The eens themselves--social'nye etjudy, povest' v novellax, 
roman-ocerk--emphasize the experimentation and the specificity of a 
genre. 

In derevenskaja molodaja malaja proza there is a similar 
orientation toward fragmentation and cyclization, though the fragments 
and the cycles are much shorter than the above-mentioed works by the 
older writers. Here, too, in many cases the orientation toward experi- 
mentation was explicitly indicated in the subtitles. For example, many 


of V. Belov's works--"'Na rodine,'' "V doroge,"' "Dialog," "Pis'mo," "Staryj 


ly. Oveckin's o¢erki 'tRajonnye budni" "V odnom kolxoze,"' "V tom Ze 
rajone," "Svoimi rukami" (first in Pravda, 27 August and 30 September 1954), 
and ''Trudnaja vesna'' formed the cycle Rajonnye budni. 


2—. Doros's works written in the 1960s, such as "Dva dnja v 
Rajgorode," "Dozd' popolam s solncem (Novyj mir, 6, June 1964), 11-83, 
"Suxoe leto, 1960" (Novyj mir, 7 July 1961, 3-51), "Rajgorod v fevrale"' 
(Novyj mir, 10, October 1962, 9-46), and several others from the cycle 


Derevenskij dnevnik. 
3p, Rebrin, "Golovyrino, Golovyrino.. ." Nas sovremennik, 3 


(March 1963), 25-90. V. Fedorov, ''Sumka, polnaja serdec," Oktjabr', 10 
(October 1961), M. Alekseev, "Xleb - imja suscestvitel'noe," Zvezda, 1 


(January 1964), 9-177. 
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da malyj'' and others--are subtitled slu¢ajnye etjudy.? The word etjud 
in itself suggests a preliminary drawing, a sketch to be used later for 
a large canvas, and sluéajnye etjudy reinforce the casualness, the 
occasional nature of the works. These etjudy are usually 2-3 pages long, 
and describe a brief incident, a conversation, a scene, an impression, 
glimpsed in the Russian countryside. Ju. Galkin's short work "Dlja 
vesti"’ is subtitled derevenskaja mozaika and is divided into small 
entitled saeeronses M. Roscin's "Dvadcat' cetyre dnja v raju" is sub- 
titled lirieskij dnevnik,~ 

One of the interesting and illuminating examples of this tendency 
is V. Astaf'ev's step Astaf'ev uses the word zates' as a genre 


designation and explains it as follows: 


-ee"3aTecb" He BCerga paccka3s B NpMBHUHOM 
KaHpe, @ KAHPD OCOOHN, 3ameTa. 


Tloxoz HauUMHaAeTCA Cc MecHM. Lopora - c 3aTecen. 
Tak POBOPAT B Hepoze. MHOrO JeT Why A OTH 
3aTecuh, TO, UTO A BMACZ KOTAe-TO, uTO saraso 
B Zyly, ocTaBuso B Hef 3apy6Ky. He sapac- 
TawoT 3sTK 3apy6KuN, He 3a6HBEWTCH. HK pac- 
CK&a3aMM, HM OUeEDKaMM, HU STHZaMM UX He Ha- 
BHBaH. TO CBOOOZHHE, HE CKOBeHHHeE BpeMeHeEM 
RencTeEMuA, AUTeEPATYPHHMM YCJOBHOCTAMM, DpaMKaMK 


ly, Belov, Plotnickie rasskazy (Arxangel'sk: Severozapadnoe 
kniznoe izdatel'stvo, 1968), 125-158. 


25u. Galkin, "Dlja vesti,'' Kto tam stucit? (Arxangel'sk: Severo- 
zapadnoe kniZnoe izdatel'stvo, 1967), 166-176. 


3M, Roscin, "Dvadcat' Cetyre dnja v raju,'"' Moskva, 10 (October 
1966), 116-139. 


4y. Astaf'ev, Zatesi (Moscow: Sovetskij pisatel', 1972). 


DAs quoted in N, Strelkova, "Ot kornja xudoznika," Literaturnoe 
obozrenie, 1l (November 1974), 9-12. 
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KaHpa 3saMeTKu mae 

In other works there was no such explicit indication of the 
experimental nature of the genre, but the works themselves exhibited 
a new orientation. For example, V. Astaf'ev's povest' "Poslednij poklon" 
is not a povest' in the traditional sense, but a cycle of short stories 
united by the lst person narrator who recalls various separate incidents 
and events of his Siberian childhood. The stories in this povest' are 
placed in chronological order--from early childhood in the late 1930s, 
throughout and after the war. Some of these short stories have been 
published on their own as independent insite 

These cycles were oriented towards loose village chronicles, 
village histories which would include life stories of individual 
villagers, descriptions of various incidents in a village, the narrator's 
own impressions or statements, poetic descriptions of Russian country- 
side, and so on. 


These genre experimentations allowed greater freedom and flex- 


ibility in the expression of the symbolic meaning of derevenskaja molodaja 


malaja proza. 


ly, Astaf'ev, ''Zatesi,'' Literaturnaja Rossija, 11 (14 March 1969), 
8. 


2y. Astaf'ev, Poslednij poklon (Perm': Permskoe knizZnoe izdatel'stvo, 
1968). Short stories "Zor'kina pesnja," 'Kon' s rozovoj grivoj,"'"Angel- 
xranitel'," "Fotografija, na kotoroj menja net" appeared in Kon' & rozovoj 
grivoj (Moscow: Detgiz, 1970). ''Monax v novyx Stanax' appeared in 
Molodaja gvardija, 3 (March 1966), 118-146. 
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3. The Symbolic Meaning of the derevenskaja molodaja malaja proza 


3.1 The symbolic meaning of the works of derevenskaja molodaja 
malaja proza is that Russian villages are the precious and vitally 
important roots of Russia, and that their gradual disappearance is an 
irreversible and tragic phenomenon; that peasant-provincial Russia 
should be treasured, remembered and deeply loved, especially at the 
time, when an entire generation of the Russian peasant and provincial 
people is gradually disappearing, giving way to a new and different 
generation, taking with them their unique and very Russian way of life, 
their attitudes and traditions. Russian villages and Russian peasants 
are seen as the essence and the heart of Russia. This symbolic meaning 
is basically the expression of a nostalgic love for the Russian village, 
which is seen as the sum total of the Russian rural nature, Russian 
peasants, the peasant way of life and peasant values. These villages 
and their inhabitants are Agee as 'istoki vsego'"' in Russia, as "malaja 
rodina,"' 


This conceptual grouping of 'malaja rodina''--of one's native 


village--is a typical stylistic feature of derevenskaja molodaja malaja 


proza and is most significant in relation to its symbolic meaning.“ 


Py In some works of derevenskaja molodaja malaja proza--particularly 


those of Narrative Mode 1 (see section 5 of this Chapter)--this symbolic 


ly, Belov, "Bobrisnyj ugor,'' Za tremja volokami (Moscow: Sovetskij 
pisatel', 1968), 339. 


2The expression and the concept of "malaja rodina'’ caused a number 
of discussions in Soviet criticism, particularly on the pages of Molodaja 
gvardija. See, for example, V. Semenov, "0 rodine 'maloj' i bol'soj," 


Molodaja gvardija, 10 (October 1966), 288-300. 
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meaning is expressed directly in a number of key statements. In V. 
Belov's "Bobrisnyj ugor'' this concept of malaja rodina is presented as 


follows: 


Ha Hamux Priasax OHCTpO, OZMH 3a ApyrumM noTryxa- 
WT OUErhk Hamek DepeBeHCKOKM pOazMHN - MCTOKK Bce- 
ro, “ MHOPY.M JIOZAM TIPMATHO MOUMTbCA Ha CBAIECHHHE 
yrau. BpemMaA BHMODP@aRMBeeT HAC M3 PODHHX MeCT, a 
MEH CHOB&@ KM CHOBe BOSBpallaeMCA K TeM KMCTOKAM, Kak 
6H He rpelMsM 3HAKOMCTBOM C QApyrMMM KpeAMK. Ilo- 
TOMY UTO RMTb Ge3 STOK Manoh poazMHH Bce paBHO 
uTO YOUTb DHOY yoouKoh 6e3 KphuKa MOO ManMTb 0 
yTKaM XOJIOCTHMM MaTpoHaMM. Bedb uerOoBeK cuacT- 
JMB, MOK@ y Hero e€CTb pogzMHa. UTO x, MOoKaMecT 

y H8C eCTb BoOpmllHHh, ecTb pogzuHa... 

Ham Heuero CTHZUTbCA MMCaTb 3TO CJOBO c Ma- 
JIGHbKOY OyYKBH: Bebb 30eCb, Ha BoOpumkom, uM Haun- 
HaeTcA ZAR Hac Goublasn PoguHa, O KOTOpOK ToOBOpAT 
yre Bce NOLZpAg. 


In Belov's "Za tremja volokami" the feelings of the main character, 
the major on leave, are very much the same: 


PaHblle MavOop He ZyMaJl O WyBCTBe POMHH. 

3a MOCTOAHHOK cyeToK 3a6o0T wu xek oMymanocb TONb- 
KO POBHO KM NOCTOAHHO TO, UTO eECTb rge-TO MaseHb- 
Kas Kapanaltka, uM 3TOro OHO AOocTaTouHO. Teneps 
me Merop OcTpO K MO-HacTOAMeMy OMymar Tak HECBOY- 
CTBEHHOG K&2PpOBHM BOCHHHM UYyYBCTFO Joma. OH AyMed, 
uTO, MO mpaBae POBOpPA, 3a60TH, UW TPyYA, KM Bce, UTO 
OH Jesai, MMeO CMHC MOCTOIbKY MOCKOJbky rge-Fo 
6a 3T& PODZMMAR MAJICHbKaA ZeEpeBHA. 


On the whole, derevenskaja molodaja malaja proza was a lament for the 


gradual disappearance of peasant Russia. 
In some works this symbolic meaning is expressed not explicitly, 


but through close examination of peasant life and peasant character, In 


ly, Belov, "Bobrisnyj ugor,'' Za tremja volokami, 339. 


2v. Belov, 'Za tremja volokami,'' Sel'skie povesti (Moscow: 
Molodaja gvardija, 1971), 8l. 
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other works, this symbolic meaning is expressed through the nostalgic 
presentation of the Russian countryside and peasants. Sometimes this 
idealization and love of the Russian village is even combined with a 
negative attitude to city life. 

This nostalgia and concern for the fate of Russian villages as 
villages and peasants as peasants sharply distinguishes derevenskaja 
molodaja malaja proza from the éerevenskaja proza of the older generation, 
i.e., of such writers as F. Abramov, M. Zestev, V. Fedorov, M. Alekseev, 
and others, who largely dealt with the socio-economic problems of the 
Russian peasantry. 

One of the most typical stylistic features of derevenskaja 
molodaja malaja proza, as will be shown in this Chapter, is its strong 
lyrical and poetic quality, which is very closely interrelated with its 
symbolic meaning of nostalgic love and longing for one's malaja rodina. 

It manifests itself, most immediately, even in the titles of the works: 
for example,--V. Astaf'ev's "Poslednij poklon,'' V. Rasputin's '"Poslednij 
srok'' and V. Lixonosov's ''Na dolguju pamjat','' suggest the mood of parent 
The title of one of V. Lixonosov's povesti--"Ljublju tebja svetlo"--is a 
confession in eeolia- Many of the titles of E. Nosov's works have a 
fairy-tale or song-like quality, thus establishing the mood of the work-- 


"Za dolami, za lesami,"' "'V C€istom pole za proselkom," "Vo subbotu den' 


ly, Astaf'ev, Poslednij poklon (Perm': Permskoe kniznoe 
izdatel'stvo, 1968). V. Rasputin, "Poslednij srok,'' Nas sovremennik, 7 
(July 1970), 3-53, and 8 (August 1970), 8-54. V. Lixonosov, "Na dolguju 
pamjat','' Cistye glaza (Moscow: Sovetskij pisatel', 1973), 316-422. 


2y. Lixonosov, 'Ljublju tebja svetlo," Cistye glaza, 440-485. 
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nenastnyj'' and "I uplyvajut paroxody, i ostajutsja poregant 


lr, Noxov, Za dolami, za lesami (Moscow: Sovetskaja Rossija, 


1967); Krasnoe vino pobedy (Moscow: Sovetskaja Rossija, 1971). 
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4. The Main Characters of derevenskaja molodaja malaja proza 


4.1  Gorodskaja molodaja malaja proza had only one type of main 
character; a young city man. In the works of derevenskaja molodaja 


malaja proza there are two types of main characters: 1) Russian peasants 
and provincial people of various ages; 2) young city men, usually in 
their 20s or 30s, of peasant and provincial background, who from time 
to time visit their native villages or provincial poselki. 

The distribution of these characters in the works was not rigid: 
in some works there was only one type, while in others both types 
appeared together. For example, only peasants were the main characters 
in Ju. Galkin's "Pivo na dorogu," E. Nosov's "'V ¢istom pole za proselkom,"' 
V. Belov's ''Gudjat provoda" and "Preznie gody," and peheuee City 
visitors were the only main characters in V. Lukasevic's "Zimnjaja daca," 
V. Belov's "Xolmy" and '"Beskul'tur'e,'' V. Lixonosov's "Mareja" and 
"Zenskie slezy,'' and pated Both peasants and visitors were the main 
characters, for example, in V. Belov's "Plotnickie rasskazy,'' V. Lixonosov's 


rs . ‘ ‘ oon 3 
"Caldonki' and "Na dolguju pamjat’,"' and others. 


lju, Galkin, "Pivo na dorogu,' Kto tam stucit?, 5-108. E. Nosov, 
"y fistom pole za proselkom, '' Krasnoe vino pobedy, 88-102. V. Belov, 
"Gudjat provoda," Reénye izluki (Moscow: Molodaja gvardija, 1964), 
127-133. V. Belov, 'Preznie gody,'' Znojnoe leto (Vologda: Vologodskoe 
kniZnoe izdatel' stvo, 1963), 55-63. 


2y. LukaSevic, "Zimnjaja daca," Nas sovremennik, 6 (June 1964), 
53-55. V. Belov, "Xolmy ,' Plotnickie rasskazy (Arxangel'sk: Severo- 
zapadnoe kniznoe izdatel'stvo, 1968), 151-154 and "Beskul'tur'e," Ibid., 
144-148. V. Lixonosov, "Mareja," Vecera (Moscow: Sovestskaja Rossi ja: 
1966), 53-64, and "Zenskie slezy," Ibid., 30-52. 


ay Belov, "Plotnickie rasskazy,"' Plotnickie rasskazy, 3-83. 
V. Lixonosov, "Galdonki," Cistye glaza, 274-315. V. Lixonosov, "Na 


dolguju famjat’, e Cistye glaza, 316-422. 
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4.2 The Russian peasant and provincial people in the works of 


derevenskaja molodaja malaja proza are of various age groups, but the 


majority of these main characters are old or middle-aged. The focus 

is on the older generation of the Russian peasantry, on the parents and 
grandparents, who are seen as the personifications of peasant values 
and tradition, of the precious Russian heritage. These old peasant 
characters are presented as the guardians of the Russian peasant past. 
Their significance is accentuated by the fact that this peasant past is 
rapidly disappearing and the new generation does not follow in its foot- 
steps. This idea is, for example, clearly expressed in the thoughts of 
the city-based grandson of an old peasant woman Arsen'evna in V. 


Lixonosov's povest.’ "Rodnye": 


He OHIO yee Ha CBeETe HM MAaTepPM, HK OTHA, HE 
OygzeT cKOpo Kw 6a6ylKM, KU BpemMA MOCTeMeHHO 
cheiaeT ero xpeHuTesnem uU OHRWeErO KM HNHEMHEFO. 
"A Beeb yxO“ZuMT Tesoe mMokoNeHMe, - ZyMes OF, 
TIPMCTA@IbHO OFJISTZHBaACb Ha BCe YrOJKK cTaH- 
IMM, BooOpakart MOTOZ0CTb MaTepK MK oTua MK B 
BOO6pameHUM CTPEMACh OTLTAIMTbCA B 3AaMOIK- 
Wy XM3Hb HE 3aTeM, UTOOH OHA NOBTOpPMIaCcb 
HaBeCUHO UY HaAABY, UTOOH CaMOMY TIPOKMTb ec 
TDYHHOCTAMM uM OOnuzamM (UX He MMHYeT HM OL- 
HO BpeMA), - UTOOH B MUHYTH STOTO Belero 
CHa MIOHATb KM 3aMOMHUTb UTO-TO OUEHb, OUEHb 
nmoporoe. - YxoguT neszoe mokoseHnve, - NOBTO- 
pus OH. - NokomeHNe pyccKMX KpecTbaAH. A.A 
ym He TaKOH... Wa, He TaKOK, Kak OHM..." 


In many works these peasant characters are rather flat and 
stereotyped. There is an idyllic simplicity in their character structure: 


they are simple, kind, good and hard-working people, the salt of the 


earth. For example, the conceptual model of the main character in V. 


Vv 
ly, Lixonosov, ''Rodnye," Cistye glaza (Moscow: Molodaja gvardija, 
191 a)5 2726 
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Belov's short story "Koni," the middle=agd shepherd Labutja, consists 
of only a few conceptual elements: his all-embracing kindness and 
meekness and his love for people and cae Or, the old grandfather 
and grandmother in V. Lixonosov's "Brjanskie'' are a simple, kind, hard- 
working, almost fairy-tale like oid cobete, © 

This idyllic simplicity is often combined with an idealization 
of the peasants. For example, in Roscin's "Dvadcat' Getyre dnja v raju" 
the countryside and the simple life of a peasant bee-keeper and his 
family are compared by the lst person narrator, a visitor from the city, 


to a paradise, and his wife says about them: ''Ja ponjala, oni kak 
3 


svjatye..." 


4.3 Some of the works of derevenskaja molodaja malaja proza are 


simple eulogies to peasant and provincial women--mostly mothers and 
grandmothers in relation to other characters. The conceptual elements 
of this conceptual grouping of a peasant-provincial woman are simple 
and uniform: a middle-aged, or more frequently, old woman, usually a 
war widow, whose entire life is one continuous act of love, devotion, 
patience, sacrifice, worry, hard work and suffering for the sake of her 
family, her children and other people, 

Such is, for example, the grandmother in V. Astaf'ev's povest' 
"Poslednij poklon'' who brings up her orphaned grandson. She says to 


him: 


ly, Belov «Koni, " Nas sovermennik, 6 (June 1964), 74-82. 


2y, Lixonosov, "Brjanskie," Cistye glaza (Moscow: Molodaja 
gvardija, 1973), 423-428. 


3M, Roscin, "Dvadcat' Cetyre dnja v raju,'' Moskva, 10 (October 
1966) 4).139. 
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- HagcameHHan A, OaTouKa, MspaboTakHaa. 
Besa HefcameHHaR. C M@atHX seT B pesote, B 
Tpyze Boe. Y TATK KM Y MaMH A ceMmag OnIA 
a8 CBOKX FeCATUHY NOLZHAJAa... OTTO JeErKO cKa- 
3aTb. A BHpacTuTb?! 

Ho O RAJOCTHOM OH& TOBOPMIaA JMIlb cHe- 
uaJja, Kak OH ZA saneBa, a MOTOM paccKka3sHBa- 
J@ O pesHHX cJyuanx us cBoex OOubMOK mUSHK. 
BHXOZKMIO 10 e€ paccka3saM Tak, UTO pazocTen 
B e€ RUSHM OHNO KYLA OONbMe, YeM HEBSrOL. 

OHa He 3a6HBasa O HUX KU YMeJia 3aMeuaTb KX B 
TpocTok cBoew% wu HeserKoh muSHK. eTK pomzn- 
JNWCb - pagzocTb. Bosewm eTu, HO OHA MX TDAaB- 
KEMM T@ KOPCHbAMM cnecawta uv“ He Tlomep HK OZUE 
- Tome pagocTs. OOHOBKa ce6be wIM DeTAM - pa- 
HocTb. Ypoxak Ha xme6 xopommuy%y - pagocTs. 
PrHOaKa Opa yoReausmMBow - pepzocTb. PykKy oz- 
HeERDH BHCTaBMJe ce6e Ha MallHe, caMa xe K 
BiIpaBisa. CTpagza Kak pas Ona, xue6 y6upasm, 
OOHOK pyKOK masa, KM KOCOpyuKOK He clesamacb - 
oTO JN HE pagzocTb? 


The same is true of the old Arsen'evna in Lixonosov's ''Rodnye": 


VicTonTaimMcb ee HOrM, cocTepusocb TetO, BHCOX- 
JM pyKM, K XoueTcR yre AekaTb UM NeKaTb. K 
o6eny elle pacxogZuTcaA KOe-Kak, a BeuepomM 
TpyYZHO, fare BUIKY PyKKM He Zeprxat M yTpOM He 
pasorHyTecA. OTXONKAAaA CEOC... 

«+40 ray6OKUX JeT HE TepecTaBasa oHa Ay- 
MaTb O ZeTHX CBOMX. MaseHbKMe OHJK - OMACcanacb 
6one3HeK, MOAPOCAM - ABUIaACb 3a60Ta BHBOAZUTb UX 
B JOM, OCO6O3aABEJMCb CEMbAMKM - TOTO THReJee: NEeg- 
HO JM RMBYT, He Nlepezpasucb 6H, HE pasOmMsMcw. 


These women accept their hard lives stoically and patiently: 


Tlepex OVYAHMUHEMM sab6oTamMM y HUX BCerga CBATHE 
O6A3a@HHOCTM. TaxesOo? HeBHHOCMMO? HO Kakan 
6H 6ena HM Hamada, HafO paHO BCTaBaTb, TOMMTb 
TleUb, OTMpaBIATbCA B NOJe MIM Ha Oropogz, BHCa- 
EUBATb KL OKYUMBETb KAPTOMKY, OOCTMPHBATb CAaMbN, 
6epeub ZeHbrM Kv BHOMBATbCA M3 TpygHOcTeh 6e3 
CTOHOB. Huuero He qaerTon wa@pomM, HMUerO He BH- 
Wwiauelib CIOKA PYKK. 


ly, Astaf'ev, "Poslednij poklon,"' Poslednij poklon, 67-68. 
2y, Lixonosov, ''Rodnye,"' Cistye glaza, 242. 


3y, Lixonosov, '"Toska-krucina," Cistye glaza, 220. 
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The selfless work and sacrifice of these women is described, 
for example, in V. Belov's povest' "Privycnoe delo," where Katerina, 
a few days after giving birth to her ninth child, has to work ona 
farm; at the end of the povest' she dies from sr Ei Fiza Antonovna 
in V. Lixonosov's "Na dolguju pamjat'" has only one son, but all her 
thoughts and efforts are directed toward bringing him up and she never 
thinks of hereelpee The same applies to such characters as old Lebedixa 
in Ju. Galkin's "Pivo na dorogu,'' old Anna in V. Rasputin's '"Poslednij 
Delis and others. The title of one of V. Lixonosov's short stories-- 


"Zenskie slezy''--may equally apply to many of these works. 


4.4 Peasant men were not as homogeneous a group of characters as 
peasant women. As has been said in section 4.2 of this Chapter, most 
of these characters consisted of a few stock conceptual elements. A 
few, however, exhibited a considerable degree of complexity, which 
escapes stereotyping, and shows that derevenskaja molodaja malaja proza 
began to move from an idealization of peasants to a more analytical 
presentation of a Russian peasant character. 

Such characters are, for example, Sen'ka Gruzdev in V. Belov's 


"Pod izvoz"'? and Ivan Afrikanovic Drynov in his povest' "Privyénoe delo." 


ly, Belov, "Privy¢noe delo,'' Sel'skie povesti (Moscow: Molodaja 
gvardija, 1971), 97-248. 


Vv 
2y. Lixonosov, "Na dolguju pamjat','' Cistye glaza, 316-422. 


3Ju. Galkin, "Pivo na dorogu,'' Kto tam stucit?, 5-108. V. 
Rasputin, "Poslednij srok,'' NaS sovremennik, 7 (July 1970), 3-53, and 8 
(August 1970), 8-54. 


ay. Lixonosov, "Zenskie slezy," Cistye glaza, 19-28. 


SV. Belov, "Pod izvoz,'' Za tremja volokami (Moscow: Sovetskij 
pisatel', 1968), 240-241. This short story first appeared in Novyj mir, 
2 (February 1968), 123-132, under the title ''Mazurik," 


by, Belov, 'Privycnoe delo," Sel'skie povesti (Moscow: Molodaja 
gvardija, 1971), 97-248. 
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Both fought in the Second World War and came back crippled, both have 
large families (Sen'ka has 5 children, and Ivan Afrikanovié 9), both 
work at the low-paying job of a kolxoz cart-driver because of their 
war injuries and both find it extremely difficult to support their 
families. Both are simple, kind, careless, submissively patient and 
meek, 

To support his large family, Sen'ka steals everything he can; 
he even steals occasional pieces of equipment to help his kolxoz, 
Sen'ka's daring and cheerful character earned him his nickname of 
Ma zurik. 

The main trait of Ivan Afrikanovic's character is passive 
submission. He baaauee everything in the hard, poor and inefficient 
life in his kolxoz and in his family as the usual thing, as "privycnoe 
delo" of the title. He cannot look after his own material interests; 
his overworked wife earns three times more than he does and supports 
the family. He loves his wife and children, but is unable to take good 
care of them. On the contrary, his carelessness and his drinking often 
bring extra troubles to his long-suffering family. In the end of the 
povest' his wife dies from overwork, and some of his children have to be 
sent away to a state boarding school. Ivan Afrikanovicé seems to be a 
born loser, and he meekly accepts his fate. 

All the hardship, however, does not harden or embitter Ivan 
Afrikanovic, Throughout the povest' he remains kind, sensitive to 
nature, and tender. He has the time and sensitivity to pick up a frozen 
sparrow and warm it under his jacket. After Katerina's death, he gets 


lost in the forest, and while wandering there, he begins to think about 
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life and death and the meaning of his existence, 

This concern with the eternal questions of life and death, the 
meaning of life and the fate of a man's soul after death is typical of 
these peasant characters. Olesa Smolin from Belov's "Plotnickie 
rasskazy,'' for example, asks: 

BoT muBeT UeNIOBeEK, KMBET, @ NOTOM MWacTb - KM 

ymep. Kak 9To crmpallMpaeTCA, NOHMMAaTb? Beb 

@xe€JIM BHUKHYTb, Tak EBpose wero-To K HeExopolo 

BHXOZMT: 6HJ uenoBeK - &@ BOpyr HeTy. Kyga ge- 

Basca? Hy Jia@mgqHO, 3TO camoe TeNO KCTpyxXHeT B 

SeMJe€: SeMJIA pOZKMsAa, 3eMJA KU OOpPSaTHO BSAA. 

C Tezom geno acHoe. Hy, &@ Ayma-TO? YM-TO 

oTOT, HY, TO e€CTb KOTOPHM A-TO CaM KM ECTb, 

STO-TO Kya feBaeTCA? BHI y MCHA STOT camMHyK 


yM, Ayma, uTo aM, Hy TO eCTb A CaM. He TEAO, 
a BOT A CaM, yM-TO. BHI KM HET. Kak Tak? 


These peasant characters are neither positive, nor negative. 
The fact that they do not easily fit any stereotype makes them an 
interesting stylistic development of derevenskaja molodaja malaja proza. 
Negative peasant characters are extremely rare; although one example is 


Olesa Smolin's neighbour, Kozonkov, a greedy and selfish man. 


425 These peasant characters mark a complete departure from the main 
characters of the works of socialist realism style and tne immediate 
post-1953 derevenskie ocerki and oterkovye povesti. There, the main 
characters usually were people important in the socio-economic admin- 
istration of a kolxoz: a kolxoz chairman, party leaders, brigadirs, 


agronomists, etc. In derevenskaja molodaja malaja proza such characters 


appeared very rarely and only as minor characters, The focus was on 


ly, Belov, '"'Privy¢noe delo," Sel'skie povesti, 240-241, 


2y, Belov, "Plotnickie rasskazy,'' Sel'skie povesti, 319. 
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ordinary peasants, and their presentation ranged from nostalgic ideal- 
ization and simplification to attempts at analytical presentation of a 


Russian peasant in all his complexity. 


4.6 Russian peasants were one type of the main characters in 


derevenskaja molodaja malaja proza; young city visitors were another 


type. The model of the conceptual grouping of the latter is as follows: 


AGE: - middle 20s or 30s 

SEX: - usually male 

BACKGROUND: - peasant or provincial origins, childhood 
and adolescence 

EDUCATION: - institute or university ina city 

EXPERIENCE: | - some experience in a chosen profession in 
a city 

PARTY: - none 

PERSONALITY TRAITS: - love, affinity, and nostalgia for one's 


Native place and peasant relatives and 
peasants in general, 
- sensitive, emotional 
Only in a few cases were the main characters of this type not 
born in a village, but on the far outskirts of a big provincial town, 


where life--as described in V. Lixonosov's ''Na dolguju pamjat'"--is 


quite similar to that of a village. 


4.7 One of the basic conceptual elements in this main character was 
his departure and subsequent severance from village life. Some, as for 
example, Zorin in Belov's "Plotnickie rasskazy,"' left their villages 


' 2 
gladly, vowing never to return to its hardships. 


ly, Lixonosov, "Na dolguju pamjat'," Cistye glaza, 316-422. 


2v. Belov, "Plotnickie rasskazy," Sel'skie povesti. 
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As they grow older, their native village and their peasant 
relatives become dearer and closer to them and their feelings about 
their own peasant roots and peasant Russia form the dominant Pefecoriai 
element of these characters. 

For example, 25-year old Mitja in Lixonosov's ''Rodnye" has no 


intention of leaving Moscow and settling back home in a small Siberian 


poselok., However, 


Tak me HesaMeTHO CT@J DZOpPORUTb MUTA Beem, 
ueMy OH OO6f3aH OHI CBOeCK EUSHbIO, CBOMMKM ycnexa- 
MM UK BeceOX MOJOZ0CTbW. CTan ZOpORMTb OH por- 
HHMM. SenowT JM M0 pagMo BOopoHexcKMe eBuaTa - 
OH BCIOMHMT 6a6ylKY KM KpecTHYW, KM TpycTHO cTa- 
HeT, UTO HeJb3A EHMTK US KOMHATH UM Mp“ATM K HUM. 
HeT MX PAZOM, He fOoesellb EK 3a JeHb, HM 3a ABA. 
ynegzeT AM rycToh cHer - OH BCNOMHUT cu6upeKKe 
6ypaHH, HeEPOBEYH, B BHCOKMX cyrpoobax pzopory kK 
OabyuKke, K TpexzCTaBMT MX B NOSZHMKR wac Bosse 
TIeuUKM, KM ONATb 3aTOCKyeT... Ha cepgzne HaBasuBa- 
J@Cbe TOCKa, XOTeIOCb KKAHYTbCA B ZanekyH ZepeB- 
HO cekuac we, OOHATbCA KM NORUTb BMeECTe C HMMM. 


He even visits the village near Voronez, from which his grandparents 
moved to Siberia, where he was born and grew up: 


Tlo3QHO, MO3QHO OH 3aABMICA B ZepeBHH. Eme 6H 
KAKUX-HMO yb NATb AeT Hasag MOBOZMIK ero m0 
mepeBHe cTapukKM. Ux yre HeT. A NATb eT Ha- 
342 OH OHI He T&KUM UYTKMM, OH He KCKaI On 
cyezOB, He cuyzet ON TpycTHHM y KONOZe3A, He 
mouet OH pas uv “Apyrou B none, Korgza nome OH 
yxe pagu BOCNOMMHaAHMK Ha Oyyymee. Tne, rge 
OHM, Te JZOpPORKM, ge OKHa, Prae NOIJAHH, rge sa- 
BOUKM? Ine FZezZOBCKOe, MaTepKMHCKOe, OTIMOBCKOe? 


These young characters with their city-oriented professions and 


lives realize that they cannot and really do not want to settle ina 


Vv 
ly, Lixonosov, 'Rodnye," Cistye glaza, 270-271. 


2Ibid., 271. 
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village and yet they feel strongly drawn to it. Gena Suvaev, like many 
of them, feels torn between the desire to stay and the realization that 
it would be impossible: 

MORHO ocTaTbcs 30eCcb Ha HOUb, Ha feHb, Ha Here- 

Ji, Ha MeECAI femme, HO BHTeEpMes OH A 30eCb rorzH? 

haBepHO, HeT. HaBepHO, pacTpeBorud 6H MeHA Pro- 

pod... Tak uTO xe A UYTb He Mzauy, ycuJHWMaB, Kak 


CKPUNMT KOLOZE3HHK BOpOT, UTO me A Tagaw Ha Tpa- 
BY M Aly y 3eMIM MpOXJanHHM BO3ZyXOM, Mpuxuma- 


Cb EBCeM TeJIOM? 

Their love and nostalgia for peasant Russia is, tnerefore, mixed 
with pity, regret and the sad recognition of their acquired inability 
to live in native villages permanently. The gradual disappearance of 
the peasant life in Russia intensifies their feelings of love and 
nostalgia. 

These characters are presented only in their relation to peasant 
Russia; their city lives, their professions, their views on other sub- 
jects are usually not presented as they are irrelevant to the symbolic 


meaning. 


ly, Lixonosov, "Toska-krucina," Cistye glaza, 185. 
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5. Narrative Modes of derevenskaja molodaja malaja proza 


oe In contrast to gorodskaja molodaja malaja proza, Narrative Mode 


1 (a narrative by the narrator in the lst person) has been extensively 
used in derevenskaja molodaja malaja proza. Typical examples are such 
works as V. Belov's "Na rodine,"' "Ne garyvali ... " and "Bobrignyj ugor,"' 
Ju. Galkin's "Dlja vesti,"' A. Makarov's "Nakanune proscanija," V. 
Lixonosov's ''Brjanskie," ''Kogda-nibud',"' "Ljublju tebja svetlo' and 
"Osen' v Tamani," E. Nosov's "Za dolami, za lesami'' and "Vo subbotu den' 
nenastnyj,'' M. RoScin's "Dvadcat' Cetyre dnja v raju," and others. 

These works usually have no definite plot of action and the lst 
person narrator is a dominant conceptual grouping. As a grouping, he 
is very similar to the young city-educated main characters of peasant- 
provincial background, examined in sections 4,6-4.7 of this Chapter. 
This lst person narrator relates his own experiences, feelings and thoughts 
caused by a visit to a Russian countryside, sometimes combining them 
with a few memories of a peasant childhood. He emphasizes the signifi- 
cance of peasant Russia on his identity and his life, and laments the 
gradual disappearance of peasant Russia. He, too, vacillates between 


city and village: 


ly, Belov, "Na rodine," Recnye Ten, Loo-lj7 ys Ne garyvali . ..." 

Plotnickie rasskazy, 155-158; "Bobrisnyj ugor," Za tremja volokami 

(Moscow: Sovet ski j pisatel', 1968), 334-350. Ju. Galkin, "Dlja vesti," 

Kto tam stucit? 166-176. A. Makarov, 'Nakanune proscanija," '! Novy j 
mir, 10 (October 1966), 121-124. V. Lixonosov, "Brjanskie," Cistye 

glaza, 429-439; "Kogd-nibud',"' Ibid., 429-439; "Ljublju tebja svetlo," 
ibid., 440-485;"Osen' v Tamani," Ibid., 486-521, M. Rosdcin, "Dvadcat'! 
€etyre dnja v oder Moskva, 10 (October 1966), 116-139; E. Nosov, "Za 
dolami, za lesami,"' Novyj m mir, 2 (February 1966), 84-96; "'Vo SGiiots den' 


nenastnyj,'' Krasnoe vino pobedy, 103-130. 
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Ye3maTb MHE BCH RM3Hb B JepeBHH, yeaxeTb U 


BOSBpallaTbCA, ye3sxaTb KM BOSBpamaTeca! KM 


yre HUKTO He MNeEpeMeHUT BO MHE STOrO Keljla- 
HUA, HUYKTO He OCTAHOBMT. 


3-3x! He BeEDHYTbCA MHe ZOMOK HaBcergza. 
Takag MOA fOJA. Kak M3 UyXOKN CTpaHH 3abpe- 
Oy He MaTepvuHCKKUK Nopor, OcMOTpPH yr uM MO- 
TMBIIOCb CBOeK yracHOXw 3a6NBUMBOCTH B CTOpPO- 
He. CuhONUpb, Cu6upb. PoawuHa, cTyfzeHan uwast- 
OHCKaA 3eMJIA MOA, 3aUuUeM A NOKMHYI TebA?H 


This introspective lst person narrator of Narrative Mode l of 


derevenskaja molodaja malaja proza is structurally very similar to the 
so-called liriceskij geroj in poetry or lyrical se Nie 

In V. Lixonosov's lyrical cycle (the short stories "Brjanskie" 
and ''Kogda-nibud'" and povesti "Ljublju tebja svetlo"' and "Osen' v Tamani'') 
the lst person narrator not only admires the peasant poet Sergej Esenin, 
whose native village Konstantinovo he visits on several occasions, but 
he even partially identifies with him. When he approaches, for the first 
time, at night, the street and the house where Esenin lived, he experiences 
a feeling of recognition and aefiniey This narrator speaks of verbal 


artistic expression as pesnja and wants to express himself in this poetic 


manner: 


Uero MHe XOTeEIOCb K EOUM? XOTeIOCb CAORKKTb 
xOpollyt MecHHW M XOTeAOCb HAaCTOAMMX CJOB. 
UTO6H BCE B3APOrHyZK MU OIAAHYIMCb H@ 3FYyK.* 


He grieves over Esenin's and his own departure from their native villages 


ly, Lixonosov, ''Brjanskie," Cistye glaza, 426. 
2y, Lixonosov, "Ljublju tebja svetlo," Cistye glaza, 446. 


3L,1. Timofeev, S. V. Turaev, Slovar' literaturovedéeskix terminov 
(Moscow: Prosvescenie, 1974), 175-177. 


ay Lixonosov, ''Kogda-nibud'," Cistye glaza, 438-439. 
2V, Lixonosov, "Ljublju tebja svetlo," Cistye glaza, 482. 
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to the heartless superficiality of a atthe 


of a writer: 


Dae 


A xoueTCA, OUCHb xOUeTCR OHTb OTKPOBEHHHM. 
CTOJbKO HAKOMMIOCb BCerO 3a 8TH rogH. Tourn 

y Kexgoro AeRMT B HEeApax 3aBeTHOeE COBO - pa- 
WOcTHOe MIM NeuatbEoe. Pycckomy xapektTepy 6nJu 
He K JMUy HeEZOMOJIBKK. Korgza f PoBOpw BCe, A 
UYBCTEYHO ce6A ueNOBeKOM. A NOTOMy uw mbm 
ECeHMHa, UTO OH HE yMeJ MpPKTBOPATECH. 


The symbolic meaning of derevenskaja molodaja malaja proza, a 


deep love and nostalgia for peasant Russia, is expressed in the works 
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Esenin to him is an example 


of Narrative Mode 1 explicitly and directly by the narrator himself, as 


well as by means of a number of narrative strategies. 
Narrative Mode 1 may be arranged on a scale between the following two 


poles: 


1) 


2) 


V. Belov's 'Ne garyvali.. 


V. Belov's "Bobrisnyj ugor,'' 


combined with only a few paragraphs of lyrical and emotional 


a highly lyrical and usually rather lengthy description of such a 


personal views, beliefs on a variety of subjects, as, for example, 


"Osen' v Tamani,'' and others. 


For example, throughout V. Belov's "Bobrisnyj ugor" the lst 


These works in 


a simple and comparatively short description of a visit to a village, 


digressions and thoughts, as, for example, Ju. Galkin's "Dlja vesti," 


."" and A. Makarov's "Nakanune proscanija"; 


visit, combined with quite extended expressions of feelings, thoughts, 


V. Lixonosov's "Ljublju tebja svetlo,"' 


person narrator's description of his and his friend's restful week at his 


ly. Lixonosov, "Ljublju tebja svetlo," Cistye glaza, 469, 477-478, 
479 and 446-447, 


2Ibid., 445. 
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friend's place at Bobrisnyj hill alternates with his emotional addresses 
to this much admired older friend and his philosophising on a number of 
subjects dear to his heart. He discusses, for example, the meaning of 
such concepts as "rodina" and "malaja rodina", the beauty and curative 
peace of the Russian countryside and the gradual and inevitable disap- 
pearance of Russian villages and the peasant way of life. 

V. Lixonosov's lyrical cycle of short stories and povesti is 
one of the most introspective and emotional works in this Narrative Mode. 
The works are ordered as the lst person narrator's recollections of his 
feelings and thoughts experienced during various trips to the country- 
side, intersperesed with expressions of his present feelings and thougnts. 
In "Brjanskie,'' for example, the narrator's recollections of his friend- 
ship with an old peasant couple are framed in the beginning by the 
description of a walk through the Russian countryside to bid farewell to 
them and in the end by the description of a farewell drink at their 
place. Both "Ljublju tebja svetlo'' and "Osen' v Tamani' are autumnal 
recollections of summer travels in the Russian countryside. 

What makes this cycle intensely lyrical is the narrator's 
obsession with memories and his desire to be able to remember everything, 
The cycle is dominated by his insistence on remembering, "kaZdoe slovo 


2 ; 
stanovilos' vospominaniem," One of the typical examples is: 


ly, Belov, "BobriSnyj ugor,'' Za tremja volokami, 334-351. 


Vv 
2y, Lixonosov, "Ljublju tebja svetlo,'' Cistye glaza, 460. 
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Beway Hac TpoBoxasm, oT cepgzua roBopusm mpo- 
WaJbHEe CJOBa, M # Ha BCex Pagnead, Boex cuy- 
Wes) C pacTpOraHHHM UyYBCTBOM: orasgHuce! sanom- 
HY! uepes MMHYTy He 6yzerT.! 


Since the narrator in Narrative Mode 1 recalls the travels, 
places, people, incidents and feelings that are most significant and 
precious to him, the narrative has a strong emotional and lyrical 


quality. For example, Lixonosov's ''Kogda-nibud'" ends with a sentence 


which mid-way transforms into the words of a well-known Russian folk- 


song: 
VM MOBTOpUTCR JM DAF MCHA HOUb paHHefi mouo- 
OcTM - Tak&A yOUBMTeIbHaA, OnNarocTHas, 
MOUTM MeCeHHA@R: HOUKe TeMHAA, HOUKE TeMHEA 
Ta HOUb OCCEHAR? 
5e/ Narrative Mode 2 (narrative by the narrator in the 3rd person) 


in the works of derevenskaja molodaja malaja proza was less uniform than 
was the case with the same mode in gorodskaja molodaja malaja proza., 


In the latter there was only one type of main character and in 
the works of Narrative Mode 2 the narrative was predominantly from the 
main character's point of view. In derevenskaja molodaja malaja proza 
the main characters were of two significantly different types: young 
city men of peasant-provincial background, and peasants. 

One of the main operations connected with tnese two types of 
main character was the allocation of a viewpoint. One stylistic feature 


of derevenskaja molodaja malaja proza in Narrative Mode 2 was that when- 


ever a young man of peasant-provincial background was present in a work, 


ly, Lixonosov, "Osen' v Tamani," Cistye glaza, 488. 


2y, Lixonosov, '"Kogda-nibud'," Cistye glaza, 439. 
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the narrative point of view was either fully or partially allocated to 
him. In these works of Narrative Mode 2, whenever this type of main 
character was one of the conceptual groupings, the presentation of the 
Russian countryside, village life, and the peasants was coloured either 
totally or partially by his emotions and feelings, as, for example, in 
V. Belov's "Za tremja volokami," "Xolmy" and "Exo" and V. Lixonosov's 
"@aldonki" and "Na dolguju aalipuer sits 

Thus, the perception of the Russian village and its peasants 
through the loving and nostalgic eyes of a visitor is one of the main 
Narrative strategies of Narrative Mode 2. This visitor, as has been 
pointed out in section 5.3 of this Chapter, is very close, as a conceptual 
grouping, to the narrator of Narrative Mode 1. In the works of some 


writers, for example Lixonosov, they are almost identical. 


5.8 In derevenskaja molodaja malaja proza Narrative Mode 2 may be 


broken down into three basic categories. 

In some works of this type the point of view is entirely that of 
a visitor from a city. For example, V. Belov's povest' "Za tremja 
volokami'' is narrated entirely from the point of view of an army major 
on his way to visit his native village after a long absence. It is a 
detailed chronological account of his long journey towards his native 


village. The closer he gets to the village, the sharper and closer the 


ly, Belov, ''Za tremja volokami,"' Sel'skie povesti, 69-94, ve 
Belov, ''Xolmy,'"' Plothichic aya sit -154,, V. Belov, "Exo, xs Recnye 
izluki, 139-147. V. Lixonosov ldonki,'' Cistye glaza, 274-315. V. 
Lixonosov, "Na dolguju pamjat,"' Cistye glaza, 316-422. 


2see, for Peete the narrator of V. Lixonosov's "Ljublju tebja 
svetlo'' and Zenja Byval' cev in "Na dolguju pamjat''; V. Lixonosov, 
"Ljudlju tebja svetlo," Cistye glaza, 440-485; and "Na dolguju pamjat'," 


Cistye glaza, 316-422. 
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focus is on his feelings of joy, expectation and nostalgia. The end 

of the povest', where the major sheds tears over the ruins of his empty 
and abandoned village, is similar to the ending of such euicad works 
in Narrative Mode 1 as V. Belov's "Na hey aoe 

In other works this visitor's point of view is not exclusive, 
but is used alternately with those of some peasants, as for example, 
in V. Lixonosov's "Rodnye."' However, and this is another stylistic 
feature typical of Narrative Mode 2 of derevenskaja molodaja malaja proza, 
while the visitor's viewpoint includes, in fact focuses, on the peasants, 
the peasant's viewpoint always excludes visitors and is directed on 
purely peasant concerns and problems. 

In Lixonosov's "Rodnye" the first three sections are narrated 
from the point of view of the old peasant woman Arsen'evna, her daughter 
Katja, her granddaughter and some other peasants in a small Siberian 
poselok. They are presented through their actions, thoughts, concerns, 
cares and worries and through their own perceptions of the life around 
them. The last section is narrated entirely from the viewpoint of their 
city-based grandson Mitja, who is on his way to visit them. This shift 
in viewpoint puts an emphasis on Mitja's thoughts and feelings about his 
peasant relatives and on their significance to him. Nothing is said 
about what and how they feel about him and about what the significance 


of his existence is to them. 


5.9 In those works of derevenskaja molodaja malaja proza which have 


ly, Belov, "Za tremja volokami,"' Sel'skie povesti, 69-94, 


2y, Lixonosov, ''Rodnye," Cistye laza, 240-273. 
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no nostalgic visitor as one of the dominant conceptual groupings but 
only peasants, Narrative Mode 2 is usually ordered as an alternation 
of the narrative from the points of view of the main characters and 


that of the narrator in the 3rd person, This is the third of the 


three categories in Narrative Mode 2 of derevenskaja molodaja malaja 
proza,. 


Although narrating in the 3rd person, the narrator in these 
works is a kind of modern village-chronicler, who knows everything and 
everyone in the village and in fact knows as much as any villager about 
the village and its inhabitants. He seems to be a part of the village 
life he is narrating. 

In some cases, the works themselves form a chronicle. For 
example, V. Belov's povest' "Derevnja Berdjajka"’ is the chronicle of 
one year in the life of a small village; his povest' "Privyénoe delo" 
is the chronicle of a year in the lite of one peasant famine en In both 
works the awareness of time is expressed through the change of seasons 
and concern with peasant work during specific seasons. 

The narrator as a village chronicler uses many typically peasant 
words and expressions in his narrative; the direct speech and thoughts 
of the peasant characters are differentiated from the narrator's by 
partial reproduction of the peculiarities of peasant speech. The thoughts 
and feelings of the main peasant characters are conveyed by the traditional 
rendering of thoughts (i.e., by inverted comas) or occasionally by IIM. 


In many cases the narrator's account of a peasant character's 


ly, Belov, 'Derevnja Berdjajka,"' Recnye izluki, 3-69. 


2y, Belov, "Privycnoe delo," Sel'skie povesti, 97-248. 
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feelings merges into IIM to such an extent that it is often difficult 


to delineate the two. For example: 


UBaH AdpukaHOBMU BCerge OCcTaHeaBIMBaI CaM 
ceOfA, Korge Aymern 068 aTow rayOuHe; OCTAHOBUA 
KM cenmuac, B3rAAHYI H&@ NOHATHY 3eMsIH. B KuIO- 
MeTpe- TlOJyToOpa CTOAJ HENOABMRHO secOK, mpocBe- 


UCHHHM COJHTCM. CMHUM HaCT, CMHMe TeHM. A yume 
CK&3aTb, MU HETyY TeHeEM, HUB KYCTMKAX, HU Ha CHery. 
“WrorAbuaTHM McK CUHMUKM CKBOSHAUKOM B yuu, - rye 
CMUZMUT, NOMpHTyHbA, HE BUAHO. A, BOH OxOpalMBaetTca, 
Ha BeTKe. Tore Teno uyeT. Y peuku, HecTapHH, ray- 
6OKO T1lO-peOAUbM CIIMT OCMHHMK. KM, CAOBHO pyMAHeL Ha 
meTcKUx Wekax, MpocTynaeT cKBO3b COH Mpo3pauHag, 


eye 3aMeTHAAN 3eJIeHb KODH. Hecmewsan eme 3eeHb, 
3HOKaR, OYATO ZHWOK. KpynmHHe, UYNCTHeE 3anubK 
TOpOWMHH H@ UMCTOM ee H6beNOM CHeEry, KM 3axouellb 


mo$pe3ropatTb, fa He BHYZeT. Huuero HeuncToro HeT 


UB 3A€8UbMX KAaTHMKaX, KaK KM B KOPMUHEBHX cTpyu- 
KaxX HOUeEBABIMX NOAZ CHeEroM TeTepeBOB. 
BopoHa KépKHyJa Ha BHCOKOM cTORape. MBak 


AppuKaHOBUY norsaze x HEBepx: "UYero, Aypa, opelb? 


OpaTb Heuero 3paA". 


5610 Narrative Mode 3 (a narrative by a lst person character) was 


not often used in derevenskaja molodaja malaja proza, a stylistic 
feature different from that of gorodskaja molodaja malaja proza, where 


the choice of this mode was frequent. 


In the few cases where it is used there are two basically 
different types of Narrative Mode 3, depending, of course, on whether 
the educated visitor from the city or a peasant is the lst person 


character. In such works as V. Belov's 'Plotnickie rasskazy" or 


Vv. ° 
V. Lixonosov's ''Toska-krucina,"' this lst person character, as a 


conceptual grouping, is again very close to the lst person narrator in 


the works of derevenskaja molodaja malaja proza of Narrative Mode l, 
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The narrative in such cases, as in Narrative Mode 1, has a strong lyrical 


ly, Belov, "Privycnoe delo,"' Sel'skie povesti, 134. 
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and introspective quality. 

When a peasant is the lst person character, as, for example, 
in V. Belov's "Prosvetlenie" and "Buxtiny vologodskie," the eerie 
is then strongly oriented towards an imitation of peasant speech. In 
Belov's works in particular the peculiarities of a Vologda dialect are 
partially reproduced both in Narrative Mode 3 and in various monologues 


and dialogues of peasant characters in those works in Narrative Mode 2. 


Deal The typical stylistic feature of the derevenkaja molodaja malaja 


proza was the dominant narrator, The main focus was not only on the 
portrayal of city visitors and Russian peasants, but also on the 
narrator's attitude towards them. He fully identified with the city 
visitors, and the latter were often the vehicles for the expression of 
his feelings. His closeness to the peasant characters led to the 
portrayal of the peasants both from outside and inside. The narrator's 
attitude to other conceptual groupings was well expressed by the title 


of one of V. Lixonosov's povesti--./'Ljublju tebja svetlo,." 
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CONCLUS ION 


est In the last decade or so a large number of articles have been 
published (some in the West and many in the Soviet Union) about molodaja 
malaja proza. Some of these-articles and studies are listed in the 
bibliography. Most of them usually contain either an impressionistic 
evaluation, or an ideological and sociological analysis, or an exam- 
ination of the authors of this prose, or a general survey of this 
literary phenomenon, Though often perceptive and informative, these 
articles remain gueeite the field of literary scholarship. 

A few studies, however, aim at a literary analysis of some 
aspects of molodaja malaja proza, For example, N.A. KoZevnikova examined 
Narrative types and narrative speech in Soviet literature in terms of 
the dominance or balance of literaturnost' and xarakternost' and isolated 
three distinct periods: 1) 1920s, 2) 1930s-1940s, and 3) 1950s-1960s. 
She examined the dominant narrative types and narrative speech in each 
of these Bo viesohs Another scholar, M, Cudakova focused only on the 
last of the above three periods and distinguished gorodskaja proza, which 


she labelled ironiceskaja, from derevenskaja, which she labelled 


2 
ser'eznaja. 


INA, Kozevnikova, "O tipax povestvovanija v sovetskoj proze," 


Voprosy jazyka_ sovremennoj russkoj literatury (Moscow: Nauka, 1971), 
97-163. 


v 
2M. Cudakova, '"Zametki o jazyke sovremennoj prozy,' Novyj mir, 
1 (January 1972), 212-245. 
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These and a small number of similar studies are informative 
and thought-provoking, It is most unfortunate that their findings 
cannot be considered or used fruitfully. The problem is that Soviet 
scholars, working in such a complex field as the study of narrative, 
usually use a large number of key terms (avtor, avtorskaja liénost', 
obraz avtora, Bb d8 avtora, avtorskaja rec', povestvovatel, golos geroja, 
personaz, geroj, rasskaz¢cik, etc.) without any attempt to specify their 
meanings explicitly and distinguish between them clearly. Avtor is a 


particularly hazardous term. For example, Kozevnikova writes: 


B auTepaType 50-60-x rogzoB pacipocTpaHeH TakoK 
TUI] MOBECTBOB&aHUA, B KOTOPOM NOBeECTBOBaTelb O6IN- 
30K aBTOpy. OCHOBHAaA @& Zaua —- Ticuxonormueckoe 
CaMOpeCcKPHTMe MOBeCcCTBOBaTeJA, KOTOpHM mpezcTaB- 
aseTca ZO HeEKOTOpOK cTeneHu ZBOYVHAKOM aBTopa K 
TIO CBOCMY MUPOBO3S3PeEHMUNH, UM MO peuw, —- ONpezeReT 
UM OcoO6eCHHOCTU MOBECTBOBAHMA. 


It is impossible to assess such a statement without knowing what exactly 


is meant by avtor and povestvovatel', 


Another example of this problem is a finding of some Soviet 
scholars that for molodaja malaja proza "Crezvycajno xarakterno slijanie 
sub'ektivnyx sfer avtora i RPP RE NS It was found that in the 1930s- 
1940s these two spheres were clearly delineated, while in the 1960s the 


boundaries between them began to disappear. This phenomenon was labelled 


3 
sub'ektivizacija povestvovanija. Again, the notion of sub''ektivizacija 


ln.A. Kozevnikova, "0 tipax povestvovanija v sovetskoj proze," 


Voprosy jazyka sovremennoj russkoj literatury, 146-147. 


2v.V. Odincov, "Nabljudenija nad dialogom v 'molodeznoj povesti'," 


Voprosy jazyka sovremennoj russkoj literatury, 172. 


3See V.V. Odincov, "Nabljudenija nad dialogom v 'molodeZnoj 


. 2 


povesti',"" Voprosy jazyka sovremennoj russkoj literatury, 164-221; I. 


Kudrova, "Vozmoznosti formy,'' Zvezda, 2 (February 1966), 208-216. 
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is based upon the notion of avtor and his position in relation to 
characters in a work, 

It seems reasonably clear that in these studies avtor often 
refers to the real biographical author, which unfortunately invalidates 
these studies and makes it impossible to assess them in terms of a 


theory which has no place for an author, 


be2 Molodaja malaja proza was not a large literary phenomenon, nor 
a long lasting one, spanning some ten years (1955-1965) for gorodskaja 
and some ten years (1960-1970) for derevenskaja with some 40 or 50 
definitive works for each, 

The size o@, the span of the phenomenon is, however, not of 
primary importance. As has already been said in the Introduction, 
literature is not merely a chain of great masterpieces written by 
"literary generals.'' Quite often the works of secondary writers, not 
obscured by the peculiarities of the individual style of a great writer, 
show clearly the general stylistic trends and developments of the time. 

Both gorodskaja and derevenskaja molodaja malaja proza are, as 
this study shows, very definite stylistic phenomena, with distinct 
features of their own, some of which were examined in the two preceding 


Chapters, There are, at the same time, enough similarities to justify 


a discussion of molodaja malaja proza as a whole, 


63 The general direction of tne development of the style of molodaja 
malaja proza was away from the crystalliza rigidity of socialist realism 
style, which still had a strong hold after 1953, This reaction can be 
observed in a number of interconnected stylistic features: in genre, 


in symbolic meaning, in the main characters, and in narrative modes, 
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This reaction against the preceding period was sharply pro- 
nounced in gorodskaja molodaja malaja proza as the first developed of 
the two. This reaction was characterized, on the one hand, by polemics, 
challenge and revolt against socialist realism style, and on the other 
hand, by a certain dependence on it, which was expressed, for example, 
in realist forms of expression, basically positive main characters, 
etc. This earlier stylistic trend of the gorodskaja molodaja malaja 
proza was connected with the style it was rejecting and may fully be 
appreciated only in relation to it, It tended to produce its own 
patterns and uniformity. 

Only later did gorodskaja molodaja malaja proza, evolving from 
the earlier stage, become more independent, more introspective and more 


concerned with self-expression rather than revolt, 


1.4 As far as genres are concerned, there was a pronounced shift 
toward short narratives and toward some loosening of genre conventions 
and boundaries. Styles, it seems, tend to find their fullest expression 


in a definite genre. Socialist realism gravitated towards the novel; 


molodaja proza towards povesti and short stories. 


155 The symbolic meaning of molodaja malaja proza developed in two 


directions. Gorodskaja molodaja malaja proza had its own symbolic 


meaning, and derevenskaja had its own, There is, however, an important 
point of affinity between the two. The symbolic meaning of both 
gorodskaja and derevenskaja molodaja malaja proza is essentially a search 
or a quest: a quest for identity and values by the young main characters, 


As the lst person narrator in V. Lixonosov's "Osen' v Tamani” 


says: 
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Kak pas Takoe BpeMA HacTyIMso, KOrgZa yMupanT 
TlocuequHMe: cCTapeA KYHTeAAMPeHIMA, PeBOTOINMOHe- 
PH, mMcatTeim. MH COBCeM Apyrme smogn, Mar elle 
M HE OCO3HAJM, HACKOJbKO xe MH Apyrme. 


The symbolic meaning of molodaja malaja proza was the investi- 


gation and the portrait of this new generation, these drugie ljudi of 


the 1950s and 1960s, and their quest for identity and values. 


1.6 In gorodskaja molodaja malaja proza this quest for identity and 


values was expressed through a presentation of the growth and develop- 
ment of the young main characters in the big cities. The questions they 
faced were: who am I? what do I want? They were rejecting ready-made 
solutions and embarking upon independent quests. In some works they 
eventually find the answers in the continuation, but in their own way, 
of the work of their fathers and grandfathers, while in others they are 
left searching and developing. 

In expressing this quest, gorodskaja molodaja malaja proza touched 
upon such universally human issues as the growing-up pains of young 
people, their conflict with the older generation, their striving for 
independence and their quest for identity and values. At the same time 


it remained a portrait of a specific generation in a specific place and 


time, 


et In derevenskaja molodaja malaja proza this quest for identity was 


expressed as the return to peasant roots, as the rediscovery and sub- 
sequent identification with the Russian peasant world. There was no 


conflict of generations here; on the contrary, the young main characters 


v 
ly, Lixonosov, "Osen' v Tamani," Cistye glaza, 519. 
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turned towards the older generation and its values. 

While gorodskaja molodaja malaja proza focused exclusively on 
the young men in tne cities and construction sites, Herevenst aia 
molodaja malaja proza also presented Russian peasants, particularly old 
ones, side by side with the young main characters. It was a portrait 
of two generations, of peasant parents and grandparents and their city- 
educated children and grandchildren, 

Derevenskaja molodaja malaja proza touched upon such universally 
human issues as the gradual disappearance of the rural way of life and 
rural values, the return to one's roots, the contrasts between city and 
rural life, and an appreciation of nature, But it too remained a portrait 


of a specific place and time. 


1.8 The reaction against the rigid pattern of socialist realism 
style found its expression not only in genre shift, new symbolic meanings, 
and new types of the main characters, but also in changes in the narrative 
structure of the works. 

As B. Ejxenbaum pointed out, in some works the plot is the 
dominant element, while in others the narrative mode is predominant, 
In molodaja malaja proza the plots were usually rather simple and insig- 
nificant, The dominant operations dealt primarily with the narrative 
modes and strategies. The main characters were presented not so much 
through their actions and the development of plot, but primarily through 


the narratives. 
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beg] The symbolic meaning of gorodskaja molodaja proza concerned 


the problems and the inner development of the young urban generat ion 
of the 1950s and 1960s, and so the narrative strategies were focused 
on the presentation of how that generation felt, thought and saw itself 
and the world around it, It was a portrait through a self-portrait. 
The main narrative strategy was to create a character through 
the expression of that character's point of view in that character's 
idiolect. The characters' discourse whether direct or in the form of 
thoughts or writing, DIM or IIM, was the main means of characterization 
in gorodskaja molodaja malaja proza, This can be seen in the absence 
of works written in Narrative Mode 1 and particularly in the predominance 
of those types of Narrative Modes 2 and 3 where various forms of the 
main characters' discourses form a large part or the entire length of 


a narrative text. The main characters were often made to narrate them- 


selves, 


The narrative strategies of gorodskaja molodaja malaja proza may 


be described as oriented towards character discourse, i.e. character- 
oriented, as they were directed at the fullest possible expression of a 


character's discourse as the means of presenting that character. 


1.10 One of the operations in tnese character-oriented narrative modes 
was the either complete or partial linguistic deletion of the narrator 
in favour of the main character. 

This partially or fully deleted narrator was usually quite close 
to the main characters and quite sympathetic, sometimes romanticizing 
them a little, but more often regarding them with an analytical attitude, 


The narrator in gorodskaja molodaja malaja proza is not fully identifiable 


with the main characters and in some works the distance between them is 
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considerably large and explicitly expressed. 


fsa In the works of derevenskaja molodaja malaja proza the’ narrative 


Pirates were focused on the presentation of peasant Russia and, most 
importantly, on the expression of the attitude and the feelings of the 
Narrator and the young city characters towards peasant Russia. This 
can be seen in the predominance of works in Narrative Mode 1, and the 
prevalence of works in Narrative Modes 2 and 3 expressing the point of 


view of a city visitor to a village. 


Derevenskaja molodaja malaja proza was narrator-oriented and 
the narrator in the narrative modes of derevenskaja molodaja malaja 


proza usually identified himself with his main characters. He was so 
close to the main characters of young city men as to be almost identical; 
the narrator and these characters expressed the same feelings and spoke 
in the same way. As for the peasants, the narrator identified with them 


too and slipped into the role of a knowledgeable village chronicler, 


Lei2 The following diagram summarizes the main conclusions of this 


study: 
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BS13 The diagram in the preceding section shows, among other things, 
the narrative modes of the three styles under examination, 

Narrative Mode 2 was obviously the dominant choice in all three 
styles, although the narrative strategies in each were vastly different. 


Narrative Mode 1 was a dominant choice in derevenskaja molodaja malaja 


proza only and Narrative Mode 3 was a dominant choice for gorodskaja 
molodaja malaja proza only. 
The following conclusions emerge from this study in relation to 
the narrative modes: 
A. For all the texts of the socialist realism style of 1945-1953 it is 
the case that Narrative Mode 2 was the dominant narrative strategy. 
The narrator was aie ene descriptive and explicit; the characters 


were presented, described and explained by him. 


B, For all the texts of gorodskaja molodaja malaja proza it is the case 


that Narrative Modes 2 and 3 were the dominant narrative strategies, 
The narrator was partially or fully deleted linguistically and his 
linguistic functions were delegated to the main characters. Orientation 
towards the main characters' discourse in all possible forms was prevalent, 


The narrator, however, kept some distance from his main characters, 


C. For all the texts of derevenskaja molodaja malaja proza it is the 


case that Narrative Mode 1 and 2 were the dominant narrative strategies, 
The narrator was dominant in this style and was very close to the main 
characters; he expressed his views and feelings through them and through 


his presentation of them. 


i a VA Soviet literature is a difficult field to study for a scholar 


guided by purely literary criteria, as the development of Soviet liter- 
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ature has been strongly controlled by extra-literary forces. This, 
however, does not preclude possibility of producing an intrinsic 
literary study, as has been done in this dissertation. 

| This dissertation had several purposes. One was the development 
of a sound and workable literary theory and methodology as a basic 
necessity in the study of literature, Text Stylistics, though still in 
its initial stages, has been developed here to answer this need, Another 
purpose was the study of molodaja malaja proza, The application of 


Text Stylistics analysis led to the discovery am formulation of the 


main stylistic features of molodaja malaja proza. 
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